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ABSTRACT
SHATTERING COLORED GLASS: The Trauma of Magical Realism in
Toni Morrison's Beloved and Jose Saramago's Blindness
(Under the direction of Ethel Young-Minor}

The purpose of this thesis is to draw a literary connection between two
distinct fields of study, magical realism and trauma studies, through the use oftwo
specific works of fiction, Toni Morrison's Beloved and Jose Saramago's Blindness.
In order to understand how the two fields of literary thought are connected.
the thesis first attempts to distill the terms. With no definitive texts, magical realism
and trauma studies are complex and seemingly indefinable ideas. However,through
the process of definition, the thesis illustrates how the two are connected through
the desire for both trauma,a "fleeting" concept, and magic,an unreal and
supernatural idea,to be represented artistically.
As illustrations of how the concepts relate, Toni Morrison's Beloved and Jose
Saramago's Blindness represent very real traumas,the trauma of slavery and the
trauma of divine faith, respectively,through an artistic magic. Morrison's Beloved
uses a ghost to help African Americans look at the specter of slavery and heal
slavery's traumatic scars. Saramago's Blindness explores the trauma of divine faith.
a trauma resulting from the horrors done in God's name,through the use of an epic.
magical" plague of white blindness unleashed upon humanity.
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MAGIC
"When in 1492 Christopher Columbus disembarked on American soil he was received with great excitement and
veneration by the islanders, who believed him to be a celestial messenger. After having celebrated the rites of
possession in the name ofGod and ofthe Spanish crown, he proceeded to ingratiate himselfwith the indigenous
inhabitants by distributing colored glassfor their pleasure and astonishment Nearlyfive hundred years later,
the descendents ofthose remote Americans decided to pay back the kindness ofthe Admiral and distributed to
the international[reading]public other bits ofcolored glassfor their pleasure and enjoyment’ magical realism.
In other words, the kind ofstory that transforms prodigies and marvels into ordinary events and which puts
levitation and toothbrushes, afterlife Journeys and outings to the country on the same level."
'^Alberto Fuguet and Sergio Gomez, McOndo

TRAUMA
'Hallucinations are bad enough. But after a while you learn to cope with things like seeing your dead
grandmother crawling up your leg with a knife in her teeth."
--Hunters. Thompson,Fear and Loathing in Las Vegas

Mirrors: An Introduction
"There is a loneliness that can be rocked. Arms crossed, knees drawn up; holding,
holding on, this motion, unlike a ship's, smooths and contains the rocker. It's an
inside kind—tight like skin. Then there is a loneliness that roams. No rocking can
hold it down. It is alive, on its own. A dry and spreading thing that makes the
sound ofone's ownfeetgoing seem to comefrom afar-offplace."
-'Toni Morrison, Beloved

Imagine a young boy, Seth. Seth lives in a small town—still segregated for
all practical purposes—with little money. Poor as dirt. His parents are young
and naive, still in college when they decided to reproduce. Good natured and
unassuming,the parents know that Seth is special, gifted even. They can't quite
put their finger on it. Is he a child genius? Why does he sit in his room and read
all the time? Why does he talk to himself? Why is he not like other boys his age?
They wonder. The kids at school make fun of Seth. He looks quite nice—pressed
khaki shorts, polo shirt, sneakers, blonde hair, gray eyes—with a Batman
lunchbox and Joker wristwatch. But,Seth has a shadow that follows him around,
like a ghost haunting.
Seth's gray eyes have stones beneath them, weighing them down like
baggage that cannot be cut loose. At night, while he tries to sleep, dragons and
monsters that only come out in the dark come to visit Seth. Lying in his comfy
bed thick, fluffy pillows and soft Mickey Mouse sheets—Seth feels safe, secure.
Nothing can harm him. When he cannot fall asleep, Seth rocks himself. On hands
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and knees,Seth repeats the motion, humming his own familiar tune, uheuhe uh,
over and over, eyes shut tight, refusing to see what lurks in the darkness. The
man with the hot breath may enter his room,or he may not He can never see
him, but Seth can feel the breath on the nape of the neck; the hot breath is the
temperature of the dream itself. In the morning,Seth will wake up in the same
position, on hands and knees,stones weighing down his gray eyes. He will brush
his teeth. His mother will comb his cowlicks. For breakfast he might drink a
glass of Kool-Aid, cherry, with a mustache to which his teachers would smile. He
would grab his Batman lunch box,strap on his Joker wristwatch. Khakis on,
sneakers tied, blonde hair combed,Seth would walk out into the light of day, but
his shadow would follow.
Not a child genius nor like other boys his age, Seth talks to his shadow—
his make-believe friend. The other boys snicker. He's weird,they say. Why
doesn't he likefootball? Why does he sit there by himself? Who is he talking to?
On the playground,from jungle gyms and monkey bars, are the innocent smiles
and laughter of children. Seth sits alone, beneath the weeping willow, with his
shadow. They play in the dirt and speak of nightmares and dreams. They tell
each other stories. Seth tells the shadow that in the darkness he cannot see his
friend. Seth is blind, his eyes shut tight. The night before,Seth says,a dragon
with hot spurs and fire breath entered his castle. Seth could not draw the moat
up fast enough. The soldiers. General Mickey Mouse and Captain Batman, had
abandoned him out offear or cowardice or just sheer boredom. Instead, he was
alone,eyes shut tight, repeating his familiar song, uheuhe uh,like a broken
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record until finally he could stop rocking and let the stones weigh him down for
good.
The shadow understands the story. Seth knows the others will not Like
a ventriloquist,Seth can only speak through his dummy. He can only be the
circus attraction, the freak to which others project their insecurities. Giggles,
snickers, stares are Seth's reality. His silent shadow is his magic. His
imagination is his home,his freedom,and his friend. Or so he thinks.
Later that night, Seth prepares for bed. He slips into his red and white
checked pajamas. The flannel is warm and smooth against his skin. In the
bathroom,he brushes his teeth, humming uheuhe uh in preparation for
bedtime. When he looks in the mirror, all he can see is the shadow standing next
to him,the ghost haunting, or the dragon ready to breathe fire. Reflection does
not reveal himself. He cannot see his blonde hair, his gray eyes sinking under
the weight of sleepless nights—he can only see his trauma. Seth feels that his
shadow is his best thing, his only friend. His shadow keeps him company. His
shadow is whom he can talk to. His shadow will listen. What can the mirror
reveal other than the shadow,or the magical dragon, or the colored glass
reflection of a numbed,lost boy who can only see the fantasy, who is blinded and
muted by something he does not yet understand?
What can the mirror possibly reveal? How does one look at oneself after
trauma? How does one perceive reality? How does one look at God? Is the
question not"why me," but why does a God who can see all allow this to happen?

4 I Solomon

Why should I believe in a God who turns a blind eye? How does one cope? How
does one speak the unspeakable? How does one represent the unrepresentable?
For the longest time, I thought the only way to represent trauma was
through an explicit and unflinching reenactment of the crime. The only way to
speak was to speak shockingly and gruesomely. The only way for me to
represent my own trauma artistically was through an uncomfortable and
cathartic story of hyperrealism. Yet, as Morrison writes,to "render [trauma] as a
personal experience,language must get out of the way"(Morrison xix). Words—
language—cannot represent trauma. It becomes voyeuristic,seeing what a
"victim" of trauma may not yet be able to see for himself or herself. There must
be some escape,some magic to reveal to us what our minds cannot.
Trauma is paradoxically both a thing of reality and a thing ofthe mind,a
fleeting, ephemeral shadow. To represent it without the use of the mind,the
imagination, would be dishonest and would make the victimization of an
individual complete and eternal. Because trauma is both the "loneliness that can
be rocked" and the "loneliness that roams"(Morrison 323). It is both Seth sitting
in his room, playing with Legos or toy cars,speaking to his shadow,and the
roaming shadow that follows him around,sitting with him beneath the weeping
willow for all to see. It is both the dragon that enters the room every night and
the mind that embellishes the fantasy, the escape. Ironically,to cope with
trauma, we must look into a colored magical mirror. We must hold it steadfastly
in front of ourselves and will ourselves, no matter how long it takes, to see
ourselves not as shattered victims escaping our traumatic realities through
5 I Solomon

magical fantasies of shadows and ghosts and make-believe, but as survivors of
trauma who must shatter the mirror, pick up a single shard, carry it around in
our pockets, and occasionally, glance into its reflection, seeing our own best
things—the gray eyes and blonde hair, the Batman lunchbox and Joker
wristwatch—the reflection of ourselves as we are not as we were or as we want
to be.
We all have a mirror that reveals a past that has traumatized us in some
way. As novelists, Toni Morrison and Jose Saramago understand the traumas of
life and the need to represent them artistically. Both have produced significant
literary texts dealing with trauma,and both are recipients of the Nobel Prize in
Literature. They are writers used to, and often times comfortable with,the
dynamics of life when one's identity is found at the margins of society. They
write from their own contexts in order to illuminate a particular reality that is
not mainstream. As an African American writer, Toni Morrison explores the
trauma of Slavery in her novel Beloved through the use of magic, a ghost. As an
atheist, Jose Saramago explores the trauma of divine faith in his novel Blindness
through the use of magic,a plague of blindness. They both use "magic" in their
novels to illuminate a particular "trauma" of their respective realities.
Morrison's Beloved and Saramago's Blindness are both magical realist novels and
novels of trauma.
As a magical realist novel. Beloved imagines the ghost of a murdered-girl
returning in the body of a twenty-year-old woman to haunt the mother who
killed her. This is the "magic" of Beloved. However,the magic illuminates
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Morrison's reality, a traumatic reality of Slavery's legacy. Morrison understands
that the only way to re-envision slavery is not by presenting "facts" out of history
books or reading the abolitionist writings of the nineteenth century, but by
creating a story that illustrates on a raw and personal level the aftermath of
personal trauma while simultaneously being a metaphor for the need to heal the
wider historical wound of slavery.
Morrison knows that in order for Sethe, her protagonist,to heal her own
traumatic wound of infanticide, she must look in the mirror,see past the magic
of the ghost and the trauma that haunts her,and see herself as her own best
thing. Morrison also knows that African Americans must stop defining
themselves by their traumatic pasts. They must stop looking in the perpetual
"colored" mirror, and instead,they must see themselves as they are in the
present,shatter slavery's traumatic grip, and pass the shards along to a brighter
un-traumatized future generation.
Similarly Jose Saramago's Blindness is both a magical realist novel and a
novel of trauma. Although not easily categorized—the novel could be an
existential novel, allegory, a science fiction novel—Blindness,as a magical realist
novel of trauma, presents characters coping with the traumatic reality of a world
gone literally blind. This plague of"white" blindness that afflicts all but one
character in the novel is the central "magic" of the novel that the reader must
choose to believe despite rational thought. Saramago,as an atheist writer
writing in a very Catholic country ruled by an avid Catholic,fascist regime for
most of his life, understands that reason does not always win; some things
7 I Solomon

simply rely on faith. Yet, as an atheist, the faith Saramago relies on is not divine;
it is manmade. Blindness confronts the trauma of divine faith, the "magic” that
has made us blind to the reality of our fellow human beings and lose faith in
ourselves. It unflinchingly questions the validity of a God who allows a plague to
induce chaos upon his own creation. The novel asks us to understand that God is
not the reflection we see in the mirror. God is blind to our traumas. For
Saramago,instead oflooking back to a God created thousands of years ago, we
must look at ourselves as we are, not as we were or want to be. To shatter the
trauma of divine faith, we must shatter the mirror of God for good,carrying
around a shard of glass to reveal us as we really are and give us faith in ourselves
and in our fellow man.
Magic is used in each novel to represent a traumatic reality in all its
complexity. The magic helps Morrison and Saramago represent the seemingly
un-representablei the scars of slavery and infanticide and the traumas resulting
from a plague of divine faith. The use of magic in their art propels their journeys
towards understanding, and possibly healing,trauma.
Both Toni Morrison and Jose Saramago have looked boldly in the mirror,
reflecting on the past traumas of slavery and divine faith, respectively, to reveal
us as we are today. Their mirrors, Morrison's Beloved and Saramago's Blindness,
help us to shatter the backward leading mirrors of trauma. They teach us to
never forget—to carry that shard of glass around always—but also to never
relive the trauma endlessly, and eventually, hopefully,to pass on the trauma
through representation, through speech. They teach us to give the shard of
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shattered glass to someone else who might need to see themselves as their own
best thing, to see humanity as its own best thing.
Morrison and Saramago teach us that a traumatized psyche knows no
discipline. Roaming,it has no place. Silence, indifference are its friends.
Reflection, the enemy, memory,the dragon who cannot be tamed. Yet,although
their protagonists—Sethe and the doctor's wife, respectively

reveal that the

colored glass mirror can haunt,like a shadow or a ghost that we acknowledge,it
can also reveal what lies beneath the magic, behind the shadow

a reflection of

our traumatized selves that we must see in order to shatter the mirror and not
ourselves.
For there is a reflection that cannot be seen. Eyes shut tight, bright colors
longing to penetrate—magical, magical,the trauma wants in. Longing,longing,
like a ghost haunting—the plague penetrates and infects the victim. Then there
is a reflection that can be seen,roaming,like a shadow,everyone can see save
the victim himself. Longing,longing to be seen,the reflection bounces from
mirror to mirror, a roaming thing that can only be found when the lost boy looks
in the mirror, when the lost boy can see himself, when the lost boy gives up his
shadow.
These are stories to pass on.
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MAGIC
tt

/ never paint dreams or nightmares.
//
I paint my own reality.
'-Frida Kahlo

Chapter 1
Magic: The Colored Glass Revealed
Magical Realism ''Defined'*
Revealing the colored glass mirror is more complex than it may seem.
"Magic” is typically defined by the definer, and as a result, the terms "magic
realism" and "magical realism" are not easily defined. On the one hand,as
Maggie Ann Bowers argues,"magic realism" stems from the German art critic
Franz Roh's definition during the 1920s, as a concept of the "mystery [that] does
not descend to the represented world, but rather hides and palpitates behind it"
(15). Yet, to modern critics and readers,"magical realism," as famous author
Salman Rushdie defines it, is the "comingling of the improbable and the
mundane"(Rushdie Midnight's Children 9). It is the juxtaposition and
intermingling of magic with reality.
There still is no consensus on whether the term "magical realism" refers
to a mode,a genre, a form of writing, or simply a cultural concept(Bowers 3).
For all intents and purposes, magical realism is a way of understanding reality, a
way of representing the trauma of the mundane in the freeing power of literary
representation, or artistic magic. Bowers herself refers to magical realism as a
"concept of reality;" it presents magical happenings in a matter of fact way as a
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method of understanding reality (3). Magical realist author Isabel
Allende claims that "magical realism is...a way ofseeing in which there is space
for the invisible forces that move the world: dreams,legends, myths,emotions.
passion, history"(Allende 54, Paris 107,emphasis added). Yet,the magic must
not be seen as separate from reality:
Not only must the narrator propose real and magical
happenings with the same matter of fact manner in a
recognizably realistic setting but the magical things
must be accepted as a part of material reality,
whether seen or unseen. They cannot be simply the
imaginings of one

mind, whether under the

influence of drugs, or for the purpose of exploring
the workings of the mind, imagining our futures, or
for making a moral point (Bowers 31, emphasis
added).
The actual "magic" in magical realism can take on many forms. The "magic" can
be a "synonym for mystery,an extraordinary happening,or the supernatural
(Bowers 5). The "magic" can be "any extraordinary occurrence...spiritual or
unaccountable by rational science"(20). These extraordinary occurrences can
include ghosts [Beloved), disappearances, miracles, extraordinary talents,
strange atmospheres,extraordinary plagues [Blindness)(21). The magic is,
however, not some hat trick or a wave of a wand that leads to some illusion. The
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magic” in magical realism assumes that something "extraordinary really has
happened"; there is no illusion involved (21).
Bowers writes too that"The extraordinary in magical realism is rarely
presented in the form of a dream or a psychological experience because to do so
takes the magic out of recognizable material reality and places it into the little
understood world of the imagination. The ordinariness of magical realism's
magic relies on its accepted and unquestioned position in tangible and material
reality”(24). However,this does not mean that magical realism cannot be used
to understand a psychological experience. Trauma can best be understood by
taking the "trauma" itself, whether it is infanticide or slavery or faith, out ofthe
regions ofthe abstract mind and into material reality, hence the walking flesh
ghost of Beloved and the plague of blindness.
According to Italian writer Massimo Bontempelli, magical realism
provided "the prime function of a properly modern literature [:] to act on the
collective consciousness by opening new mythical and magical perspective on
reality"(Dombroski 522, Bowers 61). Isabel Allende claims that magical
realism's comfort with the unexplainable gives the author and reader a "capacity
to see and to write about all the dimensions of reality"(54,emphasis added).
Thus,to understand Magical Realism, we must first understand its relation to
traditional realism.
The term "realism," as understood by modern critics, assumes that "the
external world is real, and that our senses give us a true report of it"(Watt 89,
Bowers 21). However,this is not the case with magical realism. Magical Realism
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assumes that "it is better to convince the reader of the realism ofsomething
impossible [i.e. magical] than to be unconvincing about something that is true [or
real]"(Bowers 21). Critic Philip Swanson writes that magical realism desires to
"somehow...reevaluate or reject the values, belief systems and formal or stylistic
patterns that lie at the roots of traditional realism"(3]. Traditional realism grew
out of the increasing need for rationality and logic after the Enlightenment Yet,
as many authors writing from the margins know,there are some things that are
simply unexplainable.
Magical realism thus depends on realism only for a loose model; it
stretches what is "acceptable as real to its limits," thereby becoming its own
distinct mode of writing (22). As critic Wendy Paris argues in her essay "The
Question ofthe Other: Cultural Critiques of Magical Realism," the presence of
some "'irreducible element'" is the main criterion of Magical Realism (102). In
other words,there is in a Magical Realist text some element that cannot be
explained by rational, post Enlightenment logic; something relies on the ability
to not understand. Yet this "not understanding," which distances itself from the
logic of traditional realism, does not lead to a fantastic or surrealist narrative
due to magical realism's emphasis on "a bond with the traditions and the faith of
the community," that a person "is historically constructed and connected"
(Foreman 370). There is no clear distinction between the validity of the magic
and the real, as in Surrealism, or a stronger emphasis on the "unreal" world,as in
Fantasy. Historical, social, political reality gives birth to Magical Realism,and
Magical Realism therefore reinterprets those very realities.
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For Nobel laureate Gabriel Garcia Marquez,often cited as the master of
the magical realist novel, reality is not defined solely by what we deem as "real”
and "present” As he says in conversations with E. Gonzalez Bermejo,"reality is
also the myths of the common people, it is the beliefs, their legends; they are
their everyday life and they affect their triumphs and failures”(Williams 1985:
79, Bowers 40). Reality, in other words,is not only what can be explained, but
also what cannot. Magical Realism "puts forward the unrepresentable in
presentation itself'(Lyotard 81). It represents that which has been denied or
never had representation. Reality is created anew,and this reality is magical.
Magic Realism,thus, is a mode ofthought that seeks to form a new reality,
one which uses a type of magic to help explain the unexplainable. It is distinct
from traditional realism in its inclusion ofthe "irreducible element,” from
surrealism and the fantastic in its understanding ofthe context ofthe characters.
stories, and cultures presented. Although the mode ofthought is hard to define
concretely,a brief history of the term might give insight as to its aims.

Rooting "Magical Realism

If magical realism grew out of traditional realism and experimentations
with surrealism, how did it grow? In other words, where did this distinct mode
of thought come from? Scholars break down the origins ofthe terms "magic
realism,” "marvelous realism,” and "magical realism” into three periods. The
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first originated with the artistic movement in 1920s Germany. The second
period occurred roughly around the 1940s in Central America, while the third
period began with the Latin American boom near the year 1955 and continues to
this day(Bowers 8).
The first period was defined by a new emphasis and direction in German
painting. The “magic" in these paintings was seen as celebratory ofthe "world's
rational organization"(Guenther 35). The paintings reflected the
“unheimlichkeit(uncanniness)" within the human psyche, and owed a great deal
to the psychoanalytical works of Sigmund Freud (Bowers 10). The
psychological aspect and possibilities of Magical Realism are rarely addressed.
Psychology is normally relegated to be a tenet of Magical Realism's cousin.
Surrealism. Yet, as we will discuss later, psychology and Magical Realism have a
history of correlation, as illustrated through Freud's influence on the magical
realist paintings of 1920s Germany,that extends to the present day.
New World,or non-European, Magical Realism has a more complex
history. Salman Rushdie writes that "el realismo magico, magical realism...is a
development out of Surrealism that expresses a genuinely Third World'
consciousness. It deals with what Naipaul has called 'half-made'societies, in
which the impossibly old struggles against the appallingly new"(Rushdie 301).
This "impossibly old" is in a sense the traditional realism ofthe Old World prior
to Conquest. After conquest,the "appallingly new" world became the perfect
place for a blending of the improbable and the mundane. Thus, Central and Latin
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America, with a few notable North American writers including Toni Morrison,
became a ripe place for the explosion of magical realist fiction.
French-Russian Cuban author Alejo Carpentier has widely become known
as the originator of magical realism in Latin America through his coining of the
phrase "lo realismo maravilloso," or marvelous realism (Bowers 14). For
Carpentier, marvelous realism represented the "improbable juxtapositions and
marvellous mixtures [that] exist by virtue of Latin America's varied history,
geography, demography,and politics—not by manifesto"(75). In his "On the
Marvellous Real in America," Carpentier writes that

Because of the virginity of the land, our upbringing,
our ontology, the Faustian presence of the Indian
and the black man, the revelation constituted by its
recent

discovery,

its

fecund

racial

mixing

[mesitzaje], America is far from using up its wealth
of mythologies. After all, what is the entire history
of America if not a chronicle of the marvelous real?
(88).

For Carpentier,the "criollo" culture,the blending and fusion of symbiotic
cultures, made Latin America the ideal place for a literature that blended
elements of different cultures into a new concept of reality, a reality of accepted
magical happenings. He writes that "America,a continent of symbiosis.
mutations, vibrations...[the] marvelous real is encountered in a raw state, latent
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and omnipresent...Here the strange is commonplace,and always was
commonplace"(98,104). Maggie Ann Bowers enforces this "strangecommonplace-ness" of the Americas in her discussion of the conquistador
Cortes, who "defined the Americas by stating that they were beyond the limits of
European knowable experience"(36). Thus, magical realism, which began as a
German artistic movement,found its true home in a strange land where magic
was accepted as commonplace and reality defined by experience, not by
Enlightenment scholars seeking rationality and logic.
With the publication of Gabriel Garcia Marquez's epic masterpiece Cien
afios de soledad (1967),the magical realist novel reached its zenith in Latin
America. What differed from Carpentier's version ofthe marvelous real in
Garcia Marquez's novel was a shift in focus ft*om a more purely socio-cultural
expression of autonomy to an exploration of a "highly traumatized" politic
(Bowers 39). Thus,the magical realist novel began to take on more overtly
subversive political tones, as well as discussing the effects oftrauma on
individuals and collective communities.
Yet it is important to note that although the recognition of Latin American
magical realists,such as Carpentier, Juan Rulfo, Isabel Allende,and especially
Gabriel Garcia Marquez, has been great, magical realism is not a particularly
"Latin-American" mode ofthought The success of Latin-American magical
realism around the world has propelled much interest in the subject, but it is not
solely derivative of Latin America,as noted above with the German and
Caribbean origins(Bowers 18).
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English-language writers,such as Salman Rushdie and Toni Morrison,
deploy magical realist writing often as a political tool. As an African American
novelist and a British Indian novelist, respectively, Morrison and Rushdie use a
magical realist text to deploy a political or socio-cultural critique. Morrison
critiques the socio-political position of the modern day African American as well
as critiquing African American culture in her magical realist novels such as
Beloved(1987)and Song ofSolomon (1977). Bowers writes that"what locates
these writers politically is their narrative position outside the dominant power
structures and cultural centres"(48). In reference to the United States version of
magical realism. Bowers argues that"the predominant and increasingly frequent
form of magical realism...tends to be written by cross-cultural women with a
political agenda relating to gender and the marginalization of cultures"(57).
Toni Morrison is such a woman who writes against the grain,exposing harsh and
traumatic realities, such as the reality of slavery,in her magical realist
narratives.
However,it is important to remember that magical realism began in
Europe,and in a sense,traveled the world to have global impact and influence,
but never really "left" Europe. Magical realism is not a package,traveling from
country to country, but more of an expanding web allowing authors from various
countries to use magic as a way of representing trauma. Jose Saramago,a
modern day Portuguese author, writes moving and controversial magical realist
texts that question the validity of power structures, as witnessed in his
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exploration of divine faith in his novels The Gospel According to Jesus Christ
(1991)and Blindness(1995).
The web of magical realism,thus, has expanded infinitely,from a birth
out of Surrealism and German artistic movements to a mode of artistic
expression for the always magically real Latin American peoples to North
American and non-Western writers writing irom the margins and finally back to
Europe. Magical Realism is now a tool used by many writers from all over the
world, helping them to create a colored glass mirror reflecting their own
contextual and cultural traumatic realties. Yet, how exactly is it used?

Magical Realism as Political and Cultural Critique

Magical Realism is often seen as inherently political. In its blending ofthe
magical and the real, magical realism challenges authority and authoritative
structures. If Magical Realism stretches what is perceived as reality,then it also
challenges those who claim to have power over that reality. In the mode's
blending of various elements,it offers itself to the writer as an instrument of
political protest and socio-cultural critique. As Maggie Ann Bowers attests,
magical realist novels often times portray "the marginal perspectives of people
lacking political power"(32). It "offers to the writer wishing to write against
totalitarian regimes a means to attack the definitions and assumptions which
support such systems (e.g. colonialism) by attacking the stability ofthe
definitions upon which these systems rely"(Bowers 4). As Stephen Slemon
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writes in "Magical Realism as Postcolonial Discourse/' magical realism uses a
language of narration that illustrates a "battle between two oppositional
systems...each working toward the creation of a different kind offictional world
from the other"[Paris 102). In postcolonial contexts,these two forces are the
colonized and the colonizers, but not all magical realist texts are specifically
"postcolonial," even though critic Elleke Boehmer writes that the two are "almost
inextricable"(235, Bowers 95). For many critics of Magical Realism,like Kum
Kum Sangari and even Slemon,this political concept of the mode is defined
simply in terms of culturally opposing forces:"the dominant ruling classes"
versus "those who have been denied power," whether the power is political or
simply "the power to define the world around you"(Bowers 68). In other words,
magical realism need simply pit some system of domination against another,
whether it is the literally colonized against the colonizer or a more metaphorical
land of the living and the dead in Beloved or those who can "see" and those who
cannot in Blindness.
In the United States,the historical conflict has been predominantly
between the male Anglo-European government and those who move at the
margins. The belief-systems upon which the United States was founded
depended largely on European, Enlightenment ideas that claimed "that all truth
could be known through logic and science without the need for the superstitions
of religion" and magic(Bowers 68). Magical realism "breaks down the notion of
an absolute truth, and a singular version of reality... allow[ing] for the possibility
of many truths to exist simultaneously"(71). Truth is not fixed, and magical
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realist writers disrupt and deconstruct notions of truth in order to give voice to a
silenced or controversial voice.
In its exploration of the nature of truth, magical realism disrupts binaries
and becomes a deconstructive mode,freeing the writer to re-invent, re-envision,
and rewrite a dominant system of traumatic oppression. As Maggie Ann Bowers
claims,"Magical realism holds immense political possibilities in its disruption of
categories"(23}. Bowers deems the narrative mode "transgressive," claiming
that the term "magical realism" itself hints at these subversive,transgressive,
and deconstructive qualities:"The oxymoron 'magical realism' reveals that the
categories ofthe magical and the real are brought into question by their
juxtaposition. If in magical realism... the magical is presented as a part of
ordinary reality, then the distinction between what is magical and what is real is
eroded"(67). There is no binary definition, an "either"/ "or", in which to
compartmentalize life.
Magical Realism deconstructs the binary definition "magical" and "real" in
its creation of another possibility: the magical real. This post-structuralist
theory sees "the categories defining the difference between the magical and real
being dismantled in contemporary culture"(67). Critics Zamora and Paris argue
that "Magical realist texts are subversive: their in-between-ness, their all at
onceness encourages resistance to monological political and cultural structures"
and that "magical realism is a mode suited to exploring-and transgressingboundaries, whether the boundaries are ontological, political, geographical or
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generic"(5). There are no boundaries to determine one side from the other in a
magical realist text, no black or white,living or dead,god or human.
These subversive,transgressive qualities are versatile in application.
ranging from the reinterpretation of history and the destruction of accepted
theological fact, bringing into question the very nature of truth. Bowers writes
that once "the category of the real is not definite [,] then all assumptions oftruth
are also at stake"(68). Magical realism plays with reality, manipulating and
distorting so-called "facts" so that there is no longer a "fixed" and "accepted"
version of events(41). The areas between what is real and what is magical, what
is fact and what is fiction, what is history and what is not, what is faith and what
is not, become eroded,leaving the writer room to discover another version of
the "truth," another version of reality.
Magical realism then "must be a political question of reinterpretation of
reality...challenging the hegemony ofthe alien, dominant,imported culture and
reinstating the value of the community's own cultural perspective"(Bowers 43).
As a concept of reality, magical realism is used by writers,like Morrison and
Saramago,to "reinterpret" that very reality. Critic Sangari writes that"the
seamless quality of[magical realism],the difficulty of distinguishing between
fact and invention, brings an enormous pressure to bear upon the perception of
reality"(Sangari 162). Reality is no longer what everyone accepts it to be,
creating a distance between what we accept as traditional "realism." The reader
must then experience a trauma along with the characters,seeing reality in a new
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and,sometimes controversial, light, giving the author license to create anew.
create a new reality out of the shadows of trauma.
As a way of coping with traumatic realities, those on the margins of social
circles and political power use the subversive qualities offered by magical
realism to achieve an argument for greater cultural and political empowerment
(Bowers 33]. Thus,a female African American writer like Toni Morrison is able
to create a niche ofliterature within the dominant white, male-centered Western
literary canon through incorporating elements of her own cultural and political
ideas into a magical realist novel like Beloved. Her work is illustrative ofthe
cultural struggle against fixed notions of truth and the political struggle against
oppression. Jose Saramago,as an atheistic writer on the periphery of a Catholic,
Christian theological world,can utilize magical realism to ridicule superstition
and argue for a more secular, humanistic-centered world. For Saramago,
humanity is threatened by religion's suffocating grasp on what is "real” and
"unreal," what is "good" and "bad," what is "right" and "wrong." Religion,in
other words, believes in binaries, and Saramago,through his magical realist
work Blindness, deconstructs such a traumatic way ofthinking.
Magical Realism may be defined in many ways; the "magic" of Magical
Realism may take on many forms; the magical realist novel may be politically
subversive or culturally redefining. But the simple fact is that Magical Realism
has come to be an especially effective means for writers to represent the scars of
trauma.
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TRAUMA
"We tell ourselves stories in order to live... We lookfor the sermon in the suicide,for the social or moral lesson in
the murder offive. We interpret what we see, select the most workable ofthe multiple choices. We live entirely,
especially if we are writers, by the imposition ofa narrative line upon disparate images, by the 'ideas' with which
we have learned tofreeze the shifting phantasmagoria which is our actual experience."
‘-Joan Didion, The White Album

Chapter 2
Trauma: Shattered Fragments of Colored Glass
Trauma Studies
We tell ourselves stories in order to live," writes Joan Didion (11). In
order to make sense of life's traumas, we must fictionalize, rework,rewrite, re¬
envision. Critic Joseph Natoli writes that"we can accept literature as a record of
human perceptions tied to the world," but this does not "transform literature
into Veal life.' Literature is not life but is reflective of life"(199). Since we must
tell ourselves stories in order to live" and "literature is reflective of life," fiction
must also be reflective of life's traumas. If fiction is not reality but reflective of it.
then the fictional representation of trauma is not the realistic trauma but
reflective of it. Fictional trauma is thus a magical mirror image of the real
trauma. To represent trauma,then,is not an aim at realism but an aim at clarity
and truth, an aim at telling a story in order to live.
There is no definitive history to "Trauma Studies. Postmodernism,as
well as the field of"deconstructivist" studies under such influential thinkers as
Jacques Derrida, gave birth to the idea of interdisciplinary studies. Two specific
areas that began to be studied as compliments of each other, and not as mutually
exclusive groups, were psychoanalysis and literary criticism. Trauma,as a
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concept of a shattered mind, pertains to the field of psychoanalysis. Yet, authors
write characters that experience trauma; thus,study oftrauma too pertains to
literature. The study of trauma,thus, knows no discipline. It is a roaming thing.
In her introduction "To Open the Question" to Literature and
Psychoanalysis: The Question ofReading: Otherwise Shoshana Felman writes that
the literary and psychoanalytic do not form mutually exclusive groups. She
writes that "literature is considered as a body oflanguage—to be interpreted/*
while "psychoanalysis is considered as a body of knowledge, whose competence
is called upon to interpret. Psychoanalysis, in other words,occupies the place of
a subject, literature that of an object/’(5). Felman sets this binary up as the
relationship between the master and the slave, where "literature's function,like
that ofthe slave, is to serve precisely the desire of psychoanalytical theor)^’(6).
Yet in the era of postmodern literature, psychoanalysis became an important
tool for literary critics; psychoanalysis served the literary. As Felman argues:

Literature is a subject, not an object; it is therefore
not simply a body of language to interpret, nor is
psychoanalysis simply a body of knowledge with
which to interpret [...] What the literary critic might
thus wish, is to initiate a real exchange, to engage in
a

real

dialogue

between

literature

and

psychoanalysis, as between two different bodies of
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language and between two different modes of
knowledge (6}.

For critics like Shoshana Felman and Cathy Caruth,two of the foremost critics of
Trauma studies,the relationship between psychoanalysis and literature is more
than master and slave. As they seek to "deconstruct the very structure of the
opposition, mastery/slaveiy/' they bring psychoanalysis into the service ofthe
fiction, where "there are no natural boundaries between literature and
psychoanalysis"(Felman 9). Fiction, thus, becomes a metaphor for life, a way of
understanding life's traumas.
According to critic Katalin Orban,Trauma Studies is an "effort to see
differently"(86). In other words,a key component of Trauma Studies is the
acceptance of a third eye, one that "sees," that bears witness to trauma,through
the imagination of literature. Geoffrey Hartman points out that"the focus [of
trauma studies] is on disclosing an unconscious of not-knowing knowledge—a
potentially literary way of knowing,if you wish—combining insight and
blindness, play and earnest... Emphasis falls on the imaginative use oflanguage
rather than on the ideal transparency of meaning"(Toremans 350). Trauma
Studies, thus, deconstructs binaries by refusing a single definition of meaning
("combining [both] insight and blindness"), by allowing the way trauma is
represented,the language of the story,to shine,and by arguing that the language
oftrauma studies is "always somehow literary: a language that defies, even as it
claims, our understanding"(337). As Toremans writes, the "new task [of trauma
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studies]" is "to learn how to mourn without surrendering to grief, to nostalgia, or
to the hope for revenge,redemption,reunification and restitution"(342). And,
as Toremans claims,the best way to "learn how to mourn” a trauma is through
the healing power of imagination inherent in literature (337). Literature,as
reflective of life's traumas,thus becomes a mirror for the reader to confront and
cope with his or her own traumas.

Trauma"Defined

It may help to have a workable definition of what trauma is considered in
the field of trauma studies. Like the "magic" of Magical Realism,the "trauma" of
a trauma novel can take on many forms. It need not necessarily be a grand
traumatic occurrence,like war or natural disasters. As Michelle Balaev makes
clear, the traumatic event"may include...the intimately personal experience of
female sexual violence...the unexpected death of a loved one," as well as many
other less overtly "traumatic" situations (150). In a trauma novel,the
character's individual trauma,a trauma which is often more personal and
intimate,like Sethe's infanticide in Beloved, also "magnifies a historical event in
which thousands or millions of people have suffered a similar violence,such as
slavery, war,torture, rape, natural disaster, or nuclear devastation," or plagues
or the violence of religion and divine faith (153). Toni Morrison's Beloved
focuses on the veiy personal trauma of one woman's infanticide while
simultaneously focusing on the trauma of Racial Slavery ofthe nineteenth
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century United States. Jose Saramago’s Blindness, on the other hand,focuses on a
plague of blindness, which metaphorically represents the trauma of divine faith
as viewed from a Post-Holocaust European city from the authorial perspective of
an atheist
But what exactly is "trauma?" In order to prove that the study of works of
literature as traumatic is valid, we must first understand the scientific roots of
the term before applying it to fiction. Cathy Caruth,a foundational theorist of
Trauma Studies, defines trauma in her groundbreaking work,"Unclaimed
Experience: Trauma and the Possibility of History," as "an overwhelming
experience of sudden,or catastrophic events,in which the response to the event
occurs in the often delayed, and uncontrolled repetitive occurrence of
hallucinations and other intrusive phenomena"(181). According to critic
Michelle Balaev,trauma "refers to a person's emotional response to an
overwhelming event that disrupts previous ideas of an individual's sense of self
and the standards by which one evaluates society"(150). These definitions add
to the idea of trauma as a "shattering" mechanism,an event which
fundamentally changes a person's, or character's, perception ofthe self and the
outside world.
Due to the term's origins in the psychoanalytic/ medical field,trauma is
often described as a sickness, as contagious. Cathy Caruth writes that trauma "is
never simply one's own[...][but] precisely the way we are implicated in each
other's traumas"(24). Yet,trauma is not"catching," as the word "contagious
implies, but shared. Michelle Balaev argues against what she calls "contagion
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theory" with an "unidentifiable, yet infectious pathogen" that belittles the
individual experience oftrauma by equating all trauma with the tendency to be
intergenerationally transmitted to other people of"shared social characteristics'
(151). She claims that this concept of trauma theory leads only to a "posttraumatic culture" where people are dependent upon the talking-cure. Yet,
representation is not always being able to speak trauma directly. The trauma
can also be represented indirectly, as a way to directly address the issue. The
idea of trauma's artistic and fictional representation is problematic,one to which
we will return later.
The idea of transhistorical,intergenerational traumatic experience,the
"contagious" collective shattering, allows trauma narratives to "recreate and
abreact the experience for those who were not there—the reader,the listener, or
witness can experience the historical experience firsthand"(Balaev 152). Yet, as
Balaev questions: does the experience of trauma become demeaned by the
conflation of personally experienced loss and the historical absence experienced
by a collective group? Balaev defines each:"Personal loss can be understood as
the lived experience of a traumatic event by an individual. Historical absence
can be understood as a historically documented loss that was experienced by a
person's ancestors"(152). She writes that such a conflation "affords" a reader
the "ability to righteously claim the social label of Victim'as part of personal or
public identity"(152). Balaev argues passionately, claiming that such a
conflation of private/personal and public/collective tends to blur the binary
definition of victim / perpetrator:"The assumed casual link between collective
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and individual experience obscures the different forms of violence,torture,and
abuse that can produce different responses in different individuals, blurring the
boundaries between the categories ofVictim' or'perpetrator'”(154). In other
words,a trauma narrative,for Balaev,grays the boundaries between what is
99 a

good” and "bad. right” and "wrong,” and for her,this blurring is "wrong.
demeaning the original, personal trauma through universalizing the trauma for
the collective (reading) masses.
However,in our postmodern times,is it not important to blur such binary
definitions? Is it not important to realize that there are no clear "victims" or
"perpetrators”? Is it not important to conflate the personal and collective,to a
certain extent, in the fictional narration in order to personalize the loss and give
a sense of empathy to the reader for both the protagonist's loss and the
metaphorical collective absence? For example,should we just read the character
of Beloved in Toni Morrison's novel as the personal loss of a mother returned to
haunt her, or should we place it contextually as the ghost of slavery returning to
finally find peace within the contemporary African-American community? After
all, as Morrison herself said in an interview, we are all victims of history {Toni
Morrison Uncensored).
Balaev seems to eventually contradict her own argument in three
statements: 1)that"the meaning of trauma is found between the poles of the
individual and society,” 2)that a "central thematic dynamic in the trauma novel
is [...] found in representations of individual experiences of trauma that
necessarily oscillate between private and public meanings, personal and political
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paradigms/'and 3)that"the trick oftrauma in fiction is that the individual
protagonist functions to express a unique personal traumatic experience, yet,the
protagonist also functions to represent and convey an event that was
experienced by a group of people, either historically based or prospectively
imagined"(153-154). Although,the trauma oftrauma novels does represent
both individual and collective trauma,the meaning of trauma is not found
between the poles individual and society"(153). The traumatic event shatters.
Thus,there is no "meaning" be found. The representation oftrauma is a coping
mechanism,a way of understanding for the individual character and for the
greater society who experiences the trauma as written. Trauma in literature is
not a route to definitive solution. The trauma novel is not a self-help book with
illustrations and support Instead,the novel is a mirror that may help us
confront and cope with our own personal traumas, whether they be individual
or shared. We,as humans,are all victims,traumatic beings suffering with our
own traumatized reflections, who,hopefully, pick up a book,or write a novel.
that creates something magical out ofthe trauma.

The Trauma Novel

Cathy Caruth argues that through trauma, which in and of itself cannot
give "immediate understanding," we might come to understand history (182).
However,Trauma Studies is not merely psychoanalytical, not merely an area of
thought dependent on psychology, or historical, dependent upon a knowledge of
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cultural contexts. The field also interprets literature, literature that addresses
what happens after a traumatic event, both personal and collective: infanticide
and Slavery, as in Toni Morrison's Beloved, the trauma of survival and the
Holocaust as in Primo Levi's Survival in Auschwitz, rape and Apartheid,as in J.M.
Coetzee's Disgrace, or the traumas of blindness as a result of divine faith in postHolocaust Europe,as in Jose Saramago's Blindness.
A novel oftrauma paints "a picture of the individual that suffers, but
paints it in such a way as to suggest that[the] protagonist is an 'everyperson'
figure"(Balaev 153). The trauma novel is thus a colored glass mirror of trauma.
We must look in the mirror,empathize with the protagonist's plight, and either
escape into the aquamarine magic with the character or be shattered by the
traumatic reflection.
Critic Michelle Balaev defines the trauma novel as a "work of fiction that
conveys profound loss or intense fear on individual or collective levels. A
defining feature of the trauma novel is the transformation ofthe self ignited by
an external, often terrifying experience, which illuminates the process of coming
to terms with the dynamics of memory that inform the new perceptions ofthe
self and world"(150). She elaborates that trauma.
in the novel, lurches the protagonist into a profound
inquisitive state, in which the meaning of the
experience and the process of conceptualizing the
self and world are meticulously evaluated...The
traumatized protagonist's inquiry into previous
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'truths' of the self or formulations of identity
produces a change in consciousness, however
painful this might be, that takes the protagonist on a
transformative
necessarily
redemption.

journey,

provide

one

that

relief from

does

suffering

not
or

Responses to traumatic events in

fiction often cause the protagonist to turn inward
and struggle with the past(167).

Thus,a traumatized protagonist must deal with his or her shattered self, his or
her shattered worlds, or more than likely, both. Although "traumatic experience
'shatters' identity," it does not"inherently [pathologize] the person"(Balaev
162). Authors,such as Toni Morrison and Jose Saramago, have written
characters that, although shattered by trauma,learn to cope with the help of
magic.
Morrison and Saramago convey trauma through the expression of
painful,incoherent, and transcendent emotional states" of a character after the
event oftrauma (Balaev 162). The narrative techniques used to portray the
protagonist's emotional state depends largely upon the "type of traumatic event
and the place of its occurrence"(162). As Balaev writes, authors oftraumatic
novels use
an assortment of narrative innovations, such as
landscape imagery, temporal fissures, silence, or
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narrative omission—the withholding of graphic.
visceral traumatic detail. [They often] employ a
nonlinear plot or disruptive temporal sequences to
emphasize

mental

confusion,

chaos.

or

contemplation as a response to the experience. The
narrative strategy of silence may create a 'gap' in
time or feeling that allows the reader to imagine
what might or could have happened to the
protagonist, thereby broadening the meaning and
effects ofthe experience (158).

Both Toni Morrison's Beloved and Jose Saramago's Blindness use non-linear
structures,silences, narrative omissions,and a plethora of landscape images to
provide the sense of trauma experienced by both Sethe and the doctor's wife,
respectively. Morrison and Saramago also employ magic to conjure the trauma
and give the reader a sense of a shattered psyche. The "blindness" of Saramago's
novel is seemingly a psychological fissure between those who cannot see and the
only woman who can,the doctor's wife, but it also represents a "blind" and
traumatized society, Post-Holocaust Europe,that relies on divine faith and not
interpersonal faith to govern humanity. Similarly,the "ghost" of Beloved
represents not only Sethe's traumatized psyche but also the traumatized history
and legacy of slavery,the wound that has yet to heal.
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As trauma novels. Beloved and Blindness illustrate "that traumatic
experience disrupts the previous framework of reality and the protagonist must
reorganize the self in relation to this new view of reality"[Balaev 163). This
new view of reality" does not necessarily mean it is a traditional view offered by
the standards of literary realism. The protagonist, after trauma,is "forced to
reorganize perceptions of reality," a reality that may include certain non-realistic
elements, like ghosts, abiku children, massive plagues of blindness, etc.(163).
Thus, both Blindness and Beloved fit into the category of the trauma novel.
But, as we have seen, both novels have no singular categorization. To categorize
each novel as simply a trauma novel risks ignoring how that trauma is
represented,through the "magic" of ghosts and plagues. The magic ofthe novels
classifies them as magical realist texts, which if classified singularly, would
ignore what the magic represents,the trauma. Thus both novels are equally
novels of trauma and magical realism.

Representing Trauma and Relations to Magical Realism.

Critic Kali Tal writes that "'Accurate representation oftrauma can never
be achieved without recreating the event since, by its very definition,trauma lies
beyond the bounds of'normal'conception"(15). Balaev summarizes Tal in
saying that "the remembrance oftrauma is always an approximate account of
the past, since traumatic experience precludes knowledge,and, hence.
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representation"(150). Balaev continues with a more scientific approach to
trauma's inability to be represented: "Traumatic experience becomes
unrepresentable due to the inability of the brain, understood as the carrier of
coherent cognitive schemata,to properly encode and process the event The
origin of traumatic response is forever unknown and unintegrated; yet,the
ambiguous,literal event is ever-present and intrusive"(The Ghost of Beloved,the
Blindness of Blindness)(151). As Cathy Caruth argues:"Trauma is not locatable
in the simple violent or original event in an individual's past, but rather in the
way its very unassimilated nature

the way it was precisely not known in the

first instance—returns to haunt the survivor later on"(Caruth 4, Balaev 150).
She emphatically states that"trauma stands outside representation altogether"
(Caruth 17,Balaev 150). Yet,the "origin" ofthe trauma is often times very much
known and integrated. The "literal event is ever-present and intrusive," as in the
Ghost of Beloved and the blindness of Blindness(Balaev 151). The trauma may
not be locatable in a detailed specific past; the origin may be fuzzy due to
trauma's shattering, but this does not mean that the trauma is inherently
unrepresentable.
Thus, how are writers who write out oftraumatic cultural contexts,like
Morrison and Saramago,to represent such trauma in fiction,in a narrative form?
Is trauma too cerebral and psychological for fictional representation? The
simple answer is no; trauma can be represented. The question is not if trauma
can be represented, but how,in fact, it is represented.
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If, as critic Henk de Berg argues,"Psychoanalytical tools can [...] be used
to examine a whole range of different actions by a whole range of different
protagonists," then how is trauma "used" exactly in literary form? (88). How is
it represented? Michelle Balaev writes that"different types oftraumas produce
different responses (153). If different t3qDes oftraumas produce different
responses in real life, than trauma can be "represented" in the reflective mirror
of literature in a variety of ways.
A popular method of representing trauma as a shattered psyche is the
"silent" protagonist who is unable to "speak" the trauma. This abreactive
concept,the shattering trope,"privileges the act of speaking or narration as the
primary avenue to recovery"(Balaev 151). Balaev asserts that"a central claim
of contemporary literary trauma theory asserts that trauma creates a speechless
fright that divides or destroys identity"(149). Yet, healing from and coping with
trauma is more than just being able to speak the cure, more than just speak out
ofthe silence of trauma:"The trauma novel suggests that the talking cure does
not always provide a remedy for the traumatized protagonist by demonstrating
that healing is achieved through various behaviours not tied to language,such as
direct contact with the natural world"(Balaev 165). Being able to speak or
narrate the trauma is not always the cure. Although both Sethe in Beloved and
the doctor's wife in Blindness are able to speak their respective traumas,they are
still shattered by them. As Wallace Fowlie writes,"Conscious states of man's
being are not sufficient to explain him to himself and others"(16). This suggests
that trauma in the trauma novel is more than just the personal, psychological
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trauma of an individual, but a contextual trauma and silence, or "blindness." It
also suggests that traumatic representation is not only about what can be
understood consciously.
The "unspeakablity" oftrauma depends less on psychological or
neurobiological issues within the traumatized individual and more on the socio¬
cultural mores,values, and ideologies that attempt to keep order by silencing
dissent and "madness"(Balaev 154). Balaev suggests that
What is withheld from the reader regarding
traumatic experience is conditioned by social
standards and narrative conventions available to the
writer at the time of composition, which suggests
other reasons for the silence or lack of vivid
description of the exact experience that those based
on an abreactive model of trauma that claim it is the
'speechless terror,' the pre-linguistic, contagious, or
ontological void of the experience that produces
narrative omission (156).

Thus,as a method of escaping such a problematic "silencing" trope and offering a
veiled social critique, many authors turn to nontraditional realism, or magical
realism,for a way of representing the trauma that the character may not be able
to directly speak due to the character's own shattered mentality or a society's
unwillingness to listen.
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As Wallace Fowlie writes,"Conscious states of man's being are not
sufficient to explain him to himself and others"(16). "Conscious states/' those
which science and reason tell us are valid, may not always be the best route of
traumatic representation. Critics William Kerrigan and Joseph H.Smith write
that"poets both anticipate and defy psychoanalysis. Superstition,like a naive
metaphysics, projects psychic contents onto the world at large. Psychoanalysis
is a science"(Smith vii). Yet, as critic Shoshana Felman has argued.
psychoanalysis and literature share an important interpretive understanding
(6). Thus, often times "superstition" is used by poets and authors to illuminate a
particular "psychology," a particular trauma. In defiance ofscience and logic.
tenets of traditional realism, authors employ superstition and magic as
representations of trauma.
Magical Realist texts present an "ability ofthe self to be transformed into
something that was formally alien to itself' and "interrogate the boundary
between self and other"(Booker 980,995). Magical Realism,thus,leads to a
greater understanding ofthe self and the traumas experienced externally or
within the self. The magic offers the traumatized individual an escape from the
reality that traumatized him or her. It is a coping mechanism. Authors
understand that to represent trauma in narration,they must understand how a
person or character would represent it to him or herself. As Franz Roh,a
foundational theorist of"magic realism" in 1920s Germany said,"For the new art
[magical realism], it is a question of representing before our eyes,in an intuitive
way,thefact, the interiorfigure, ofthe exterior world"(24,emphasis added).
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Magical Realism thus has a link to an understanding of the interior life. Magical
Realism and Trauma Studies are linked: the magic is a representation of the
trauma; the colored mirror of magical realism reflects the shattered reality of
traumatic experience. Both Toni Morrison's Beloved and Jose Saramago's
Blindness are novels which illustrate this connection.
Maggie Ann Bowers,a key and influential Magical Realist scholar, writes
that "it is better to live the full experience and reality of life than to be protected
magically from its traumas"(111). Yet, ifshe were to look more closely at such
magical realists texts as Beloved and Blindness, she might see that the only way
for Sethe and the doctor's wife to "live the full experience" of life is to see the
trauma magically,to understand reality from a different and more magical
perspective. To see themselves and the world again as something more than
shattered, they must look into that colored mirror; they must see the mirror.
shatter it, before their traumatic reflections shatter themselves. And,eventually.
they might learn to tell the stories of their traumas,to represent them in order to
live. As South African journalist and poet Antjie Krog says,"we tell [ourselves]
stories not to die oflife"(64). And conversely, we do not die of life's traumas by
telling a magical story.
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Beloved

"Join me in the hope that this story ofour people can help
to alleviate the legacies ofthefact that preponderantly the
histories have been written by the winners."
-Alex Haley, Roots
'Never again will a single story be told as though it's the only one.
-John Berger

Chapter 3
Giving up the Ghost: The Trauma of History and Slavery's
Personal Quest to Be Loved in Toni Morrison’s Beloved
"Beloved, do not die. Do not dare die!I, the survivor,
I wrap you in words so that thefuture inheritsyou.
Isnatch youfrom the death offorgetfulness.
I tell your story, complete your ending—you who once
whispered beside me in the dark."
~Antjie Krog, Country ofMy Skull

Toni Morrison was born in 1931 in Lorain, Ohio,as Chloe Antony
Wofford. She earned degrees from Howard University and Cornell University,
where she wrote a thesis on the role of suicide in the works of William Faulkner,
a great influence, and Virginia Woolf. In 1958,at the age oftwenty seven.
Morrison married. The marriage lasted less than six years but produced two
children, Harold and Slade. It was as a single-working mother that Morrison
began to write novels,in the morning before sunrise while the kids were still
sleeping. Her novels,including The Bluest Eye,Sula,Song ofSolomon,Beloved,
Jazz, and Paradise, would bring her great acclaim,including the National Book
Award {Song ofSolomon),the Pulitzer Prize {Beloved),and the Nobel Prize in
Literature.
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Although Morrison's writing began as an outlet for her own creative
instincts while raising two sons independently,the work soon evolved into a
sociopolitical statement for black America. Unwilling to simply rest on the
laurels of the old maxim "art for art's sake," Morrison used her own context as a
black woman,a descendant of slaves,and a "victim of history,” to write powerful
evocations of historical traumas.
Morrison's works are inherently political, speaking from the margins,for
the marginalized. As she herself says.
If anything I do,in the way of writing novels (or whatever I write)
isn't about the village or the community or about you,then it is not
about an}dJiing. I am not interested in indulging myselfin some
private,closed exercise of my imagination that fulfills only the
obligation of my personal dreams—which is to say yes,the work
must be political (Morrison "Rootedness..." 344).
Morrison's works move into political concerns as they re-envision the past as a
way of coping with history's traumas: more succinctly,they search for ways to
tell the marginalized side of history,that which is not written in textbooks.
Understanding the trauma of history, both the personal,intimate traumas of
individuals and the collective traumas of the community,is Toni Morrison's goal
as a writer of fiction.
To understand Toni Morrison's work,one must understand what is
meant by the term "history." Salman Rushdie provides insight into how some
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marginalized writers treat history in his Imaginary Homelands, where he argues
that "History is always ambiguous. Facts are hard to establish, and capable of
being given many meanings. Reality is built on prejudices, misconceptions and
ignorance as well as on our perceptiveness and knowledge”(Rushdie 25). Critic
Elizabeth Tonkin concurs that histories are "arguments created by people in
particular conditions"(18). And as Morrison herself writes,the "history” that we
accept is not necessarily the truth,for "somewhere someone forgot to tell
somebody something”(Foreman 369). The subjective nature of history leads to
created arguments,” where fact and fiction blend, adding and deleting that
which is not considered "true” or "worthy” of the majority-accepted historical
record.
However, Morrison "wage[s] war on [the] totality” of history; refusing to
sweep personal, historical truths beneath the convenient rug of dismemory.
Morrison is a "[witness] to the unrepresentable” through her activation of a very
different understanding of slaver/s history(Lyotard 82). She forces the reader
to witness the personal effects of slavery's trauma on the black psyche, not the
subjective,"created arguments” of the history of slavery written in text books.
Americans,she claims, need to revisit the history of slavery in a new,fresh way.
witnessing the trauma directly, staring boldly in its mirror to see the
personalized representation of a traumatized former slave. Morrison writes
that:"We live in a land where the past is always erased and America is the
innocent future in which immigrants can come and start over...The culture
doesn’t encourage dwelling on,let alone coming to terms with the truth about
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the past"(Ferguson 189). Morrison refuses to let the truth of slavery be swept
under the rug. However she is keenly aware of the repetitive nature oftrauma.
In remembering the trauma of slavery, are contemporary Americans
traumatized? Morrison understands that remembering trauma is painful,fully
aware that slavery is "something that the characters [in Beloved] don't want to
remember,1 don't want to remember,black people don't want to remember,
white people don't want to remember"(Holden-Kirwan 415). Yet, her novel
makes it clear that slavery must be remembered and that the fictional
representation of slavery's trauma must somehow confront the trauma and find
a way to cope with it. Her novel Beloved seeks to "come to terms with the truth
of slavery's traumas,a truth which she will define and no longer allow to be
defined by the textbooks handed to her.
If the "reality" of historical fact "is built on prejudices, misconceptions
and ignorance," as Salman Rushdie claims,then learning to remember and cope
with the scar of history's trauma will require more than mere historical fact.
more than mere reality (Rushdie,Imaginary... 25). For Morrison to represent
the personal trauma ofslavery,she must find a new perspective on reality, one
in which her version of history could be seen and accepted. This perspective
would have to be different from the perspective of the modern day American,
one in which "slavery" was more than a discussion in the "American History'
textbook.
In Beloved,to paraphrase Rushdie,an "impossibly old" person from the
past, or a dead person or forgotten system of beliefs, is resurrected to question
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the "appallingly new" present life (Paris 107). In Beloved,the "impossible" ghost
of Beloved returns to haunt the present life of the protagonist,Sethe. Morrison
thus turns to magical realism,the magic of ghosts and inanimate beings,to
represent the traumas of slavery artistically.
In her work Magical Realism in WestAfrican Fiction:Seeing with a Third
Eye, Brenda Cooper argues that many African writers "often adhere to...animism.
incorporate spirits, ancestors and talking animals,in stories, both adapted
folktales and newly invented yarns,in order to express their passions,their
aesthetics and their politics"(40). Cooper neglected to add that many AfricanAmerican authors,such as Toni Morrison,also incorporate "spirits" and so forth
as a means of recovering and rewriting the history oftheir people. Morrison
knows from experience that the African American culture accepts superstition
and magic,"which is another way of knowing things... to blend those two worlds
together"(Foreman 380). As an African-American educated in the histories of
her people, Morrison is in a position to draw from various cultures the magical
influences that permeate her work.
Yet Morrison herself denounces the term "magical realism," calling it "just
another evasive label,""another one of those words that covered up what was
n it

going on. a convenient way to skip again what was the truth in the art of
certain writers"(Davis 225-26). She has gone so far as to dismiss the term as
applied to her because it led to connotations of copying Latin American culture
and that she did not have "a culture to write out of' (Gilroy 181). Yet,she has
too said that she has become indifferent"to the phrase'magical realism'"(149).
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Describing her novel Song ofSolomon, Morrison says that“my meaning is
specific: it is about black people who could fly. That was always part ofthe
folklore in my life; flying was one of our gifts. I don't care how silly it may
seem....it's in the spirituals and gospels. Perhaps it was wishful thinking...but
suppose it wasn't?”(Foreman 381, LeClair 122). In other words,suppose the
magic is real? Suppose a man taking flight or a child coming back from the dead
was part of reality? Suppose this “magic” has a purpose of revealing some truth.
some trauma? Suppose the magic,as real and tactile, represents something
unreal, a trauma too painful for words?
Morrison's Beloved, in fact, features an abiku child and a ghost from the
past haunting the present, while the aforementioned Song ofSolomon features a
man who can fly(Bowers 58). These are elements drawn from West-Afi'ican
mythology and lore. Yet her novels are written in a very Western style, drawing
on influences from William Faulkner and others. Thus, Morrison's magical
realism is specifically cross-cultural, combining black and white, non-Western
and Western,real and magical elements to create an "African American cultural
memory...[that] rebuild[s] a sense of an African American community at a time
of crisis, when the majority of the African American population seem to her to be
held in a position of economic and spiritual poverty"(Bowers 58). As Wendy
Faris writes,“Beloved...returns from the dead to engage her relatives in a
rememory of the aftermath ofslavery”(107). Morrison must use magic not only
to force Sethe and Paul D to confront their own traumatic pasts, but also as a way
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of helping descendants of slaves,like Denver,confront slavery's legacy and work
towards healing the wound of history.
Morrison uses magical realism in Beloved to "re-imagine history,to re¬
envision the past by bringing it forward—magically—in ways that align [her]
with other magical realist writers"(Paris 109]. Beloved's appearance in the
novel is that "irreducible," unexplainable element that makes the novel magical.
She defies logical reality as she "'acts sick,sounds sick, but...don't look sick";
although she can't walk and is not strong. Beloved can "pick up the rocker with
one hand"(Morrison,Beloved 67). Yet her purpose is to make "the past nearly
overwhelm the present" by forcing Sethe to confront the "enormity and
extraordinary nature of that past,the aftermath of slavery" through the use of
magic that helps the narrative extend beyond the confines of traditional realism
(Paris 109-110). Beloved seeks to represent the trauma ofslavery outside of a
traditional realism, outside ofthe traditional accepted historical,"factual" reality.
through the use of a magical ghost
The story ofSethe, Denver and Beloved in Beloved stands "in opposition
to the official history of white slave owners which has silenced many horrific
personal histories of slaves in the United States...[Morrison's Beloved is] an
attempt to think historically from a historical perspective that has been silenced
(Bowers 81). Critic Stephen Slemon argues that the political aspect of a magical
realist text like Beloved is that the "dispossessed,the silenced, and the
marginalized of our own dominating systems can again find voice"(422). Giving
voice to the voiceless,the "disremembered" and "unaccounted for," is part of
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Morrison's historical revision and her quest to learn to cope with slavery's
trauma (Morrison,Beloved 323). Sethe,the central figure of Beloved,learns to
speak her trauma,to shatter the grip the ghost of slavery has on her,just as her
daughter Denver learns to remember the ghosts of slavery without reliving the
trauma.
If Morrison must"rewrite” history to include the truths that are not
present in the official story, what is her responsibility to the already established
historical "facts”? How does Morrison represent the trauma ofslavery fictionally
when she takes as her source a very real historical story? Although Toni
Morrison uses a factual case,the case of Margaret Garner of Ohio,to inform
Beloved,she uses the story not simply as an objective historical launching point
but as a historical image that is merely the beginning of Morrison's quest to
make living traumatized characters,in this case the characters of Sethe, Denver,
Paul D,and Beloved,out of the historical story of a former slave, Margaret
Garner. It is her quest to remember the beloved,and remember, with historical
revision, the twin traumas of the reality of slavery and its aftermath.
Toni Morrison indicates the act of traumatic remembrance in her
foreword to Beloved,as she explains her cultural motivations for writing the
novel. She thought of what "'free' could actually mean to women...To marry or
not. To have children or not...These thoughts led [her] to the different history of
black women in this country...in which birthing children was required, but
'having'them, being responsible for them—being,in other words,their parent—
was as out of the question as freedom”(Morrison, Beloved ^n). Morrison
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questions the role of the slave mother. How could she love? Is a mother's love
too thick in her fierce need to protect her children? Is the trauma of a slave
mother the fact that she must watch her children be beaten and enslaved?
Slowly, Morrison was developing questions that would lead to the writing of
Beloved once a specific historical story,the story of Margaret Garner,gave her
the historical, contextual framework.
The story of Margaret Garner,a young mother and fugitive slave who
killed one of her children,and attempted to kill the others,instead of seeing
them returned to slavery, captivated the public of her day. Her case is one ofthe
few times that the role ofthe slave woman as mother came to national
prominence during the debate over the abolition of slavery in the mid
nineteenth century United States. The facts are quite simple. As Samuel J. May
writes in his "Margaret Garner and seven others,” appearing in the 1856 The
Fugitive Slave Law and Its Victims, at"about ten o'clock on Sunday,27^ January,
1856,a party of eight slaves—two men,two women,and four children...escaped
from their owners"(25). Margaret Garner and her four children were missing
only a matter of hours when Mr. Gaines,the owner,followed in pursuit, enlisting
the proper authorities to apprehend his fugitives. Upon arriving at the place of
their concealment, Gaines told the fugitives to surrender. They resisted, shots
were fired, but the fugitives were arrested. However,something was off. May
writes that"on looking around, horrible was the sight which met the officers'
eyes. In one corner of the room was a nearly white child, bleeding to death. Her
throat was cut from ear to ear, and the blood was spouting out profusely.
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showing that the deed was but recently committed"(26). Standing nearby with
two other children was Margaret holding a "knife literally dripping with gore,
ready to kill her other children. After being suppressed by the authorities.
Garner claimed that she would have killed all her children rather than see them
"again reduced to slavery"(26).
May continues throughout his article to tell the story of Margaret Garner's
trial for the murder of her daughter. He writes of"an inquest" concerning the
"body ofthe child which was killed," saying that a verdict had been made
leveling the charge of murder on the child's mother, Margaret Garner. However,
as Morrison herself asks, if a slave is not human,simply an object of production,
how could that slave possibly have a very human,maternal urge to protect? If
birth is all slave-owners require ofslave women,how could a slave be a parent,a
mother who would kill her child? How does a slave mother love her child?
Eventually Margaret Garner and her children were returned to slavery
after a convoluted trial and the accidental drowning of another of Garner's
daughters. Although defeated. Garner's case helped abolitionists force the
awareness of slaves as more than objects, as human subjects, onto the general
public. One woman,Frances Ellen Watkins Harper, was so moved by Garner's
story that she wrote a poem about it: "The Slave Mother: A Tale of the Ohio,"
representing the first time Garner's story appears in a literary form. Harper
writes
Then,said the mournful mother.
If Ohio cannot save.
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I will do a deed for freedom,
She shall find each child a grave.

1 will save my precious children
From their darkly threatened doom.
I will hew their path to freedom
Through the portals ofthe tomb.
(Harper 22).
Harper recognized that Garner's story needed artistic representation: through
Garner's story, perhaps others could see the personal traumatic effects of
slavery,including the desire to protect one's children so much that death seemed
the better option than re-enslavement. What a trauma Garner must feel,
knowing that she killed her beloved? The portals of the tomb would provide
another author,Toni Morrison,the opportunity to not only use the story of
Margaret Garner to illustrate slavery's traumas, but to reinvent it Morrison
does not rewrite the story of Margaret Garner. Instead,she revisits it in order to
discuss the personal trauma ofslavery as relevant to the modern day.
As Morrison points out, history was only a starting point for the story of
Beloved. She writes,"The historical Margaret Garner is fascinating, but,to a
novelist, confining"(Morrison xvii). There was "too little imaginative space," she
says, only needing a "subtext that was historically true in essence, but not strictly
factual" (xvii). In other words,to render the personal trauma of slavery,
Morrison would have to imagine,fill in the gaps left in the subjective "created
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arguments" of the historical Margaret Garner. Morrison is also keenly aware of
memory's place:"Memory(the deliberate act of remembering)is a form of
willed creation. It is not an effort to find out the way it really was—that is
research"(Rushdy 37). In order to achieve this contemporary telling ofthe
Margaret Garner story, Morrison had to reinvent,re-imagine: mold historical
memory,not rehash what anyone could research. As critic Ashraf HA Rushdy
writes,"What Morrison does in Beloved is to remember in order to revive,to
survive,to rename,to re-possess"(Rushdy 61). Morrison's rendering of
Margaret Garner "would represent the unapologetic acceptance ofshame and
terror; assume the consequences of choosing infanticide; claim her own
freedom"(Morrison xvii). Morrison uses Margaret Garner to create Sethe,a
slave haunted by her murder of her infant daughter.
Yet, as addressed earlier, Morrison understood that for a reader to truly
see Sethe's trauma,she would have to represent the trauma outside the confines
of traditional realism through an artistic magic. We,as readers,see Sethe's
house, her clothes, her world. We hear her speech and her words. But how do
we experience her trauma? Toni Morrison writes that in order to see Sethe's
trauma,"The figure most central to the story would have to be her,the
murdered, not the murderer,the one who lost everything and had no say in any
of it. She could not linger outside; she would have to enter the house. A real
house, not a cabin. One with an address, one where former slaves lived on their
own"(xviii, emphasis added). Beloved,the deceased daughter, would have to be
conjured. We,the reader, would have to see Sethe's trauma as a magical ghost in
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order to understand it from the context of our own "real" reality. For Morrison
to re-envision history, illustrating slavery's personal traumas, magic would be
required. This magic would open the door to the trauma ofthe past,force the
characters(and the readers)to stare blankly in the colored magical mirror,and
confront their traumatized selves.
Beloved tells a story, based on fact, but rooted in fiction. Like all fiction.
Beloved refuses singular interpretation. Through Morrison's version of Margaret
Garner,Sethe,a slave woman who,unlike Garner,is able to escape slavery,the
reader sees the intimate and personal effects of trauma on former slaves.
Although Sethe's post-traumatic attempt to cope with her personal history and
her still mentally and emotionally enslaved present is the focus of Beloved,this
focus would not be possible without the pivotal "magic," the central figure ofthe
novel to which all Sethe's traumas relate: the ghost of Beloved. Morrison
understands all too well that"where there is a woman there is magic... this
woman is a consort ofthe spirits"(Foreman 378). Thus,she turns to magic to
help Sethe learn to cope. Sethe as a woman living in a haunted reality calls the
central figure of the novel,the spirit Beloved, back into her life as a way of
reclaiming and coping with history. She yells to the baby-ghost haunting 124
Bluestone:"'Come on. Come on. You may as well just come on"(Morrison,
Beloved,4).
The reader is introduced to Sethe early in the novel as she attempts to
deal with 124,the name of her "spiteful" house, haunted by the spirit of the
daughter she killed. Sethe's "past had been like her present—intolerable...she
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knew death was anything but forgetfulness"(Morrison 4]. Yet, Sethe has
forgotten the death of her daughter, or more precisely,she has not fully grieved
it As Morrison writes,"to Sethe,the future was a matter of keeping the past at
bay"(51). Yet, Sethe too understands that the past"Comes back whether we
want it to or not"(16). Trauma is repeated in the mind; it"comes back," but is it
ever dealt with? Although Sethe says that she will "never run from another thing
on this earth," she is running from the memory and the trauma of her infanticide.
She is refusing to grieve,to mourn,to cope (18). The trauma resurfaces from
time to time, but it is compartmentalized, put in a convenient box in the recess of
the mind where forgetting seems the best option. Sethe knows that her house is
haunted by the ghost of her murdered child, but she will not look in the mirror of
her past and face her crime. She,instead, accepts it, attempting to move on
without ever really coping with it Yet what if the past forced itself upon you?
What if there was no way to avoid it, no way to forget? What if the past
resurfaced,forcing Sethe to either learn to cope or be shattered?
Beloved coming back to life will be a painful experience for Sethe, but
Sethe's life has been full of pain. Sethe tells Denver, her remaining daughter
living in 124,the story of Denver's birth. Amy Denver,a vagabond white woman.
helped Sethe, escaping slavery at the time,give birth to Denver and give Denver
her name. Amy tells Sethe as she massages her broken feet: "It's gonna hurt.
now...An}d:hing dead coming back to life hurts”(42). Sethe then discusses the
role of memory:"Some things go. Pass on. Some things just stay. 1 used to think
it was rememory. You know. Some things you forget. Other things you never
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do"(43). Haunted by memories, both literally and figuratively, Sethe is trapped
in a past she refuses to confront until the past confronts her directly. Paul D,an
ex-slave who labored with Sethe at their former plantation. Sweet Home,shows
up as a tangible reminder of her past Yet,Sethe still will not cope,choosing
instead to simply love and have a relationship with Paul D. The pain oflooking
back, of reflection, is too much for Sethe to bear. She thinks she is free to love,
free to live because she no longer wears the chains ofenslavement Yet,she is
not free from her past It is haunting her house and haunting her. She will not
learn to cope with the trauma of her past until magic forces her to look in the
mirror and confront herself.
Beloved enters the novel literally as a slave fresh off the boat:"a fiilly
dressed woman walked out ofthe water," Morrison writes (60). Beloved's
magical appearance and suspicious motivations need no explanation; the magic
is accepted as part ofeveryday reality. From the beginning Beloved seems to
possess Sethe,filling her bladder to capacity upon looking at the new arrival.
Sethe immediately takes Beloved in as her own child; she cares for the twenty
year old Beloved as if she was the infant whom she murdered twenty years ago.
Paul D,envious of Beloved's usurpation of Sethe's attention,tells her that
Beloved is grown. Sethe's maternal instincts tell her that"grown don't mean
nothing to a mother. A child is a child. They get bigger, older, but grown?"
(Morrison 54). Sethe longs to be the mother she failed to be in the past. She
longs to revise her history,to right what went wrong.
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Through Paul D's continuous questions and the presence of Beloved,
Sethe begins to confront her past At first, slowly. Beloved is able to draw out
bits and pieces of Sethe's personal history. Sethe tells Beloved and Denver of her
mother,the one who told her that "if something happens to me and you can't tell
me by my face, you can know me by this mark”(72). Sethe remembers her Nan,
the one who told her that her mother "threw them all away but you...without
names,she threw them. You she gave the name ofthe black man. She put her
arms around him. The others she did not put her arms around. Never. Never”
(74). Beloved draws out Sethe's past, asking her questions that she should not
know,like,"'Your woman she never fix up your hair?'” and "'Where are your
diamonds?"'(75). Through Beloved's magic,the traumas of Sethe's past begin to
seep into the forefront of her mind,slowly forcing her to confront her
traumatized past,see her own traumatized reflection, and cope with it.
Sethe escapes into Beloved's magic,causing strain in Paul D and Sethe's
relationship. Beloved is dividing the lovers; Sethe cannot compartmentalize her
love; ever3diiing goes to her children, her beloved. Paul D does not understand
why Sethe is holding on to Beloved, but Paul D does not yet understand Sethe
(80). Sethe, on the other hand,feels herself slipping into a territory she cannot
control. She asks herself:"Why now,with Paul D instead of the ghost, was she
breaking up? getting scared?...The worst was over, wasn't it? She had already
got through, hadn't she?”(114). Sethe has already lived through slavery; she has
already achieved freedom. But her present physical freedom comes at the cost
of her mentally enslaved present. With Beloved,Sethe is slowly beginning to
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tear back the hardened layers that have prevented her from coping with her
past
Sethe's "rebellious brain" haunts her,giving her no ability to process the
grief and trauma that overwhelm her. She questions.
Why was there nothing it refused? No misery, no
regret, no hateful picture too rotten to accept? Like
a greedy child it snatched up everything. Just once.
could it say. No thank you? I just ate and can't hold
another bite?...But my greedy brain says. Oh thanks.
rd love more—so I add more. And no sooner than I
do,there is no stopping (83).
Her traumatized brain can only "add more," a continual flow of details and
traumas that refuse processing and refuse coping. The trauma of Sethe's history
is "not interested in the future"(83). Her brain is "loaded with the past and
hungry for more," leaving "no room to imagine,let alone plan for, the next day"
(83). She wonders why she can't simply go crazy, why she can't sit and smear
butter on her face as her beloved Halle did after seeing the boys take Sethe's
milk. Yet Sethe knows that her love for her children is all that mattered,all that
still matters. She can't think of herself, can't love herself; there is no room in her
heart for that, no room in her brain to conceive ofsuch a thing. All she can do is
start the day's serious work of beating back the past"(86). Sethe does not want
to feel the pain, but as she subconsciously knows,the "more it hurt more better
it is. Can't nothing heal without the pain"(92). Sethe knows that life is full of
60 I Solomon

pain, but she still refuses to give up the ghost of Beloved,the daughter she never
had; it is an act that she fears may be too painful.
Sethe wishes she could just "'lay em down...sword and shield. Down.
Down. Both of em down. Down by the riverside. Sword and shield. Don't study
war no more. Lay all that mess down. Sword and shield"[101). Sethe wants to
"cry...for the living and the dead. Just cry"(102). Yet,Sethe knows that the "only
grace," the only peace and freedom from her traumatized past,that she "could
have was the grace [she] could imagine"(103). With her head so full of grief,so
full of suffering,Sethe cannot see grace,and therefore,she "would not have it"
(103). Blinded by the colored glass mirror of Beloved,Sethe sees nothing else.
She does not see that through shattering Beloved,through giving up the ghost,
she might heal herself and find grace. She clings to the grief, to the suffering and
the trauma Beloved embodies,refusing to see herself as her own best thing.
Although it is Beloved's presence that helps Sethe slowly draw out her
past. Beloved is only a ghost, a phantom, magic. She cannot make Sethe speak
the truth of her traumatic past. She can only haunt, degrade, hurt, and confuse.
Paul D,the physical being standing as a tangible reminder of enslavement and
Sweet Home and the man whom Sethe attempts to love in freedom,is the one
Sethe truly fears,for he is the one who makes Sethe confront her past directly.
He is the one who forces Sethe to tell him of her crime. Paul D understands that
Sethe must love herself, her crimes and all, to achieve true freedom from her
traumatic past. He understands that freedom was not freedom from the bit and
the shackles but the ability "to get to a place where you could love anything you
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chose," including yourself(191]. Paul D knows that for Sethe to claim freedom.
she must tell her crime; she must speak her trauma and learn to forgive and love
herself. Yet, Sethe refuses to let go of Beloved and love herself, so she pushes
Paul D away after telling him of her crime.
Sethe starts simply, no rhyme,no embellishments added to the story of
her crime. To relate to Paul D the "personal experience" of her crime,"language
must get out ofthe wa/'(Morrison xix]. Morrison writes through a very poetic
language that
the truth was simple...Simple: she was squatting in
the garden and when she saw them coming and
recognized

schoolteacher's

hat,

she

heard

wings..JVnd if she thought anything, it was No. No.
Nono. Nonono. Simple.She just flew. Collected every
bit of life she had made,all the parts of her that were
precious and fine and beautiful, and carried, pushed.
dragged them through the

veil, out, away, over

there where they would be safe (192].
Yet, Sethe responds bluntly, saying that she put her "babies where they'd be
safe"(193]. Her traumatized psyche,the trauma of escaping slavery to find
freedom at last, will not allow her children to be enslaved again. So she does
what she feels as a mother she has to do. Paul D does not understand Sethe,
telling her that her "love is too thick"(193]. Yet, Sethe knows that"Love is or it
ain't. Thin love ain't love at all"(194]. In other words, a mother's love is never
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too thick; she does what she has to do. Paul D retorts that there could have been
some other way; Sethe could love in some other way. "What way?" Sethe
wonders; in what other way could she have kept them from bondage,in what
other way could she have loved them? (194). In what other way could Sethe be
a free mother with free children? Paul D chastises:'"You got two feet, Sethe, not
four," seeing Sethe as an animal unfit to love a child, a slave woman whose sole
purpose is to birth, not to love (194). With that, Paul D exits,leaving Sethe to
delve deeper into her obsession with Beloved. Instead oflearning to cope,as
Paul D tries to help her do,Sethe stares blindly into the colored glass mirror,
seeing the magic, but refusing to see the shattered,traumatized reflection. She
sees Beloved, but she refuses to understand her place and meaning.
Slowly,Sethe tries to take possession of Beloved; she tells Beloved that
she could not"lay down" with her back then (241). Yet, with her sons Howard
and Buglar gone, with Denver grown. Baby Suggs dead,and Paul D out ofthe
picture,Sethe can lie down with Beloved. She can die with Beloved. She says
that"Now I can. I can sleep like the drowned,have mercy. She come back to me,
my daughter,and she is mine"(241). But Beloved will hear none of Sethe's
excuses for leaving her. Beloved seemingly invokes the old Negro Spiritual,
"Sometimes I feel like a motherless child," accusing "[Sethe] ofleaving her
behind... She said they were the same,had the same face, how could she have left
her?"(284). Morrison mines the emotional territory between Sethe and
Beloved,illustrating the trauma that is still unresolved:
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Sethe was trying to make up for the handsaw;
Beloved was making her pay for it. But there would
never be an end to that...Yet she knew that Sethe's
greatest fear was...that Beloved might leave. That
before Sethe could make her understand what it
meant—what it took to drag the teeth of that saw
under the little chin; to feel the baby blood pump
like oil in her hands; to hold her face so her head
would stay on; to squeeze her so she could absorb,
still, the death spasms that shot through that adored
body, plump and sweet with life—Beloved might
leave (295).
Sethe cannot imagine not being able to speak the trauma to the one person who
must hear it from her mouth. Beloved. Sethe wants to "make up for the
handsaw," but Beloved only wants revenge,to make Sethe "pay for it"(295).
Sethe still refuses to understand that Beloved is not her actual daughter, but a
phantom—ephemeral magic—that will damn Sethe unless she can forgive
herself and learn to love herself.
Sethe has thought that"the best thing she was, was her children"(296).
Sethe illustrates that slaves are not inhuman objects, but subjects in intense
emotional turmoil. Sethe is a mother,a mother who did what she thought she
had to do to protect her children. Now,the past has come to settle the score;
Beloved is "an invasion," as one character puts it, and "past errors" had no place
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taking possession of the present"(302). The past. Beloved,cannot possess the
present unless Sethe lets her. The magical mirror oftrauma cannot shatter Sethe
unless she lets it. Sethe must look into the mirror and see her own best thing.
In a dramatic re-enactment of the scene where Sethe killed her infant
daughter,Sethe runs to attack Denver's new employee coming to pick her up,a
white man in a white hat similar to schoolteacher's hat years before. This
moment of Sethe's understanding of her crime,a moment of rememory where
she finally confronts the past directly, begins to heal Sethe. With the tangible
repetition of the initial trauma. Beloved mysteriously disappears, and Sethe
finally begins to understand that in spite of her traumatized past,she is her own
best thing. To love anyone that much,as Paul D points out to Sethe,is
dangerous. "You your best thing,Sethe. You are," he says,"me and you, we got
more yesterday than anybody. We need some kind oftomorrow"(322). The
trauma of slavery,as represented through the magical ghost of Beloved, will
continue to possess and haunt African Americans unless they can learn to give
up the ghost and shatter the magical mirror of trauma.
And perhaps this is the point of Morrison's novel:"we need some kind of
tomorrow"(322). The epigraph to Beloved is taken from Romans:"I will call
them my people, which were not my people; and her beloved, which was not
beloved"(Romans 9:25). For Morrison, Beloved embodies not only the personal
trauma of Sethe's crime but the collective trauma of slavery in general. Sethe as
an individual must remember Beloved,just as collective society must remember
the slaves who were not beloved. Morrison understands it is women who will
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pass slavery on from generation to generation. It is women like Sethe who must
remember the past, must remember the "beloved" so that women like Morrison
herself can "call them [her] people, which were not[her] people"(Romans 9:25).
In order to have a tomorrow,the past must be remembered,even the ugly
realities and subjective horrors of slavery, but only to the extent that the past
does not take possession of the present
It is important to remember and consider that although Beloved focuses
on Sethe's personal traumatic history,the trauma of slavery,as critic Michelle
Balaev states, is intergenerational (152). Denver, as the "tomorrow" of the
novel's close, is the one who must"pass on" the story to future generations. Yet
Denver cannot allow herself,just as African Americans cannot allow themselves,
to be continually traumatized by slavery's scars. Like Sethe, Denver must
confront the trauma of her mother,of her ancestors.
After she is told that Sethe was locked away for murder, Denver "went
deaf[for two years] rather than hear the answer"(123). Yet, when Beloved
returns,she brings the trauma along with her. Through Beloved, Denver too
must confront her mother's past. Denver finds it "hard to breathe and even if
there were light she wouldn't be able to see anything because she is crying" over
the "magical appearance on a stump,the face wiped out by sunlight, and a
magical disappearance in a shed,eaten alive by the dark"(145). Denver does
not want Beloved to leave;"'don't go back," she tells Beloved (145). After all,
Denver had taken "her mother's milk right along with the blood of her sister";
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Denver's very life is intrinsically tied to her mother’s crime,to the death of
Beloved and the traumatic past of slavery(179).
Like her mother before her, Denver too tries to claim ownership of
Beloved. Denver knows that she loves Beloved:"Love her. I do. She played with
me and always came to be with me whenever I needed her"(247). In fact, like
Sethe, Denver loves Beloved so much that she must possess her:"She's mine.
Beloved. She's mine"(247). This acts as a metaphor of slaver/s legacy. Denver,
as a daughter of slavery, must learn to cope with the facts of her ancestors' past,
but she must not"possess" the trauma of the past as her own. She must modify
it to fit into her own reality; she must understand it as the past, not as a
definition of her present. She must remember and not forget, but she must not
relive the trauma herself. As Morrison writes,African Americans must look at
Slavery, at Beloved and say,"Beloved You are my sister You are my daughter You
are my face; you are me I have found you again; you have come back to me You
are my Beloved"(255). African Americans must claim the beloved, but they
must not allow themselves to become the beloved,for the beloved to take
complete possession ofthem,as Beloved the character does of Sethe the former
slave. Morrison understands that"there is a necessity for remembering the
horror, but of course there's a necessity for remembering it in which...the
memory is not destructive"(Taylor-Guthrie, Conversations 248, Raynaud
Cambridge, 43). The memory of slavery,the traumas, nearly destroy Sethe.
Denver,and subsequent generations must not allow slavery to destroy them.
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Denver refuses to become a slave to the phantom of Beloved. Denver is
Morrison; she is the African American staring in the face ofslavery and saying:
if you go there—you who never was there—if you
go there and stand in the place where it was, it will
happen again; it will be there for you, waiting for
you. So...you can't never go there. Never. Because
even though it's all over—over and done with—it's
going to always be there waiting for you (44).
Both Denver and Morrison know that nothing ever dies, and by going to the
place of slavery's trauma,African Americans become traumatized again (44).
Thus,the paradox: to pass on the stories ofslavery or to remain silent. In the
final lyrical chapter of Beloved, Morrison writes that
Everybody knew what she was called, but nobody
anywhere knew her name.

Disremembered and

unaccounted for, she cannot be lost because no one
is looking for her, and even if they were, how can
they call her if they don't know her name? Although
she has claim, she is not claimed...It was not a story
to pass on... Remembering seemed unwise...It was
not a story to pass on. So they forgot her. Like an
unpleasant dream during a troubling sleep...This is
not a story to pass on...Beloved (323-324).
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The irony here is that this is a story to pass on; Beloved must be passed on. In an
interview with Gloria Naylor, Morrison says that Beloved was a process of
passing on the story and bringing slavery back to life: "Little by little bringing
her back into living life. So that now she comes running when called—walks
freely around the house,sits down in a chair; looks at me...She is here now alive.
I have seen, named and claimed her—and oh what company she keeps"(Rushdy
62-62). Oh, what company Beloved has with women like Morrison who refuse to
forget Although it is a dangerous task to revisit the history of slavery,just as it
was dangerous for Sethe to love her children too much,it must be done to cope
with the trauma. The key is to represent the traumas,the personal (infanticide)
and the collective (slavery),through a magic that denies a "re-traumatization" of
subsequent generations while simultaneously refusing to sugarcoat the harsh
reality of slavery. Morrison achieves this with Beloved, a novel that uses magic
to "pass on" the personal and collective traumas of slavery while refusing to be
shattered by them in the present
Beloved "reconceptualizes American history"(Krumholz 107). As
Morrison and her readers come to realize through Sethe,"Beloved is the
forgotten spirit ofthe past that must'be loved'even if it is unlovable and elusive'
(Krumholz 124). Just as Sethe must remember Beloved to move forward into
the future,society must remember slavery in order to understand history, not
objectively, but subjectively: real, human,tactile and tangible. We must stare
directly into the mirror of the past, colored by magic and ghosts and phantoms;
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we must see the trauma and the horrors of slavery; we must cope with it and
refused to be shattered. We must give up the ghost.
Toni Morrison takes a historically specific story,the case of Margaret
Garner,and changes it to speak to contemporary audiences and achieve her
agenda of enforcing slavery's reality onto the social amnesia of the present day.
Margaret Garner is the historical, not-beloved one Morrison uses to show a
specific subjective story of the "sixty million and more" slaves to whom Morrison
dedicates her book. These "sixty million and more" are Morrison's
responsibility, not to the historical account in textbooks, but to her people, past
and present Morrison "wrap[s][the Beloved] in words so that the future
inherits [them];" she "snatche[s][them]from the death offorgetfulness"(Krog
38). Through Beloved, Morrison calls forth the ghost ofslaveiy, allowing the
traumas of slavery to reach a destination of sorts on its quest to be remembered.
to be represented artistically, to be loved.
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Blindness
"We should not bind ourselves so tightly to science
that we lose sight ofthe power ofthe imagination
to reveal us as we really are"
~]ohn Gillies

Chapter 4
Replacing God for Good: The Trauma of Divine Faith as
Plague in Jose Saramago’s Blindness
"It is ordinary that when we weep,it is our eyes thatfill with tears. But is this not an extraordinary
thought that we weep notfrom any other organ, but onlyfrom the organ ofsight, and that we do so
in a way which blinds us?"
~Verne Harris

Just as Toni Morrison interrogates the traumas ofslavery, Portuguese
novelist Jose Saramago takes readers into an examination ofthe traumas of blind
faith. Whereas Toni Morrison represented the trauma ofslavery magically as a
way of healing,Saramago represents the trauma of divine faith magically as a
way of criticizing the trauma,forcing us to see the traumas resulting from a
blind, divine faith.
Toni Morrison writes in her novel Paradise that Tlaying blind was to
avoid the language God spoke in"(Morrison,Paradise, 273). Just as Morrison
helps us see in Beloved that the official history is not necessarily "truth," she too
understands that"God" is not an official, concrete truth and the love of him
taken to excess" causes trauma (David 179). Jose Saramago,a writer writing
from a world away in Portugal, has a similar concept of God,a divinity who is
blind to the traumas done in his name. For Saramago,god is not divine, but

72 I Solomon

human beings who must chose "to learn,to see for [themselves]," and have faith
in one another(Morrison 273).
Born in 1922 to jose de Sousa and Maria de Piedade, peasants living in
Azinhaga, Portugal,little Jose was not given the last name of his father. Instead,
his last name was recorded on his birth certificate as his father's family
nickname,"Saramago," or wild radish (Eberstadt 3). Living in the country.
Saramago's grandfather would tell him "legends,apparitions,terrors," that
would "later fuel his own literary imagination"(Eberstadt 3). Shortly after his
birth, Saramago's parents moved to Lisbon,the capital of Portugal, where
Saramago would initially study at grammar school before being forced to study
at a less expensive technical school. Throughout his early life, Saramago was
unable to escape his economic situation; his imagination was trapped doing a
variety of mundane jobs,from being a mechanic,to a civil servant for Social
Welfare,to translating and working at a newspaper.
In 1947,Saramago published his first novel. The Land ofSin. Having
delved into the freedom and imagination ofliterature at the libraries,Saramago
felt assured that he too could write. However,his first attempts at writing.
including his first novel, were poorly received, even by Saramago himself. He
states: "It was becoming quite clear to me that I had nothing worthwhile to say"
(Saramago,"Autobiography"). He would work at various publishing houses and
newspapers into his fifties before he would pick up his pen to write literature
again. As Saramago has said,"T had nothing to say,so I said nothing'"(Eberstadt
5).
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During the formative years of Saramago's life, from 1926 to 1974,
Portugal was ruled by the right-wing dictatorship ofthe Estado Novo under
Antonio de Oliveira Salazar. As a result of the Salazar regime,a regime which
held the slogan "God, Fatherland, Family," Saramago began to question the role
of religion in politics and how God is used as justification of historical violence
(Eberstadt 4). Saramago joined the Portuguese Communist Party in 1969,an
allegiance he still maintains,and has been an atheist for nearly all of his adult
life. Unafraid to push the envelope in his works and informed by his newfound
political and anti-religious convictions,Saramago decided to once again attempt
writing literature. This time Saramago would have something to say, using his
novels to criticize the blind cultural belief in a God that traumatizes.
Once Saramago began to write again,the novels came in rapid succession.
The nineteen eighties would see the publication offour of his most beloved
novels: Baltazar and Blismunda(1982), The Year ofthe Death ofRicardo Reis
(1984), The Stone Raft(1986),and The History ofthe Siege ofLisbon (1989). In
1991,Saramago published his controversial novel The Gospel According to Jesus
Christ, which turned Jesus into a fallible human being,and in 1995,Saramago
published Blindness, which imagines a world gone literally blind and the ensuing
chaos that results. While The Gospel According to Jesus Christ receives more
attention. Blindness is actually the novel that addresses Saramago's view ofthe
traumas of faith most poetically and imaginatively. The political unrest
mirrored in Saramago's Blindness stems most from his own context of living for
most of his life under the Salazar's "fascist regime whose slogan was'God,
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Fatherland, Famil/"(Eberstadt 4). His distrust of religion stems from his
distrust of the political history of Portugal and ofthe world at large, one in which
"religion [was]to blame for most ofthe world's violence"(Eberstadt 1). For
Saramago,the belief in an unseen God,or divine faith, has historically led to
violent, political traumas.
Like Toni Morrison,Jose Saramago understands that the traumas caused
by divine faith are intrinsically linked to the traumas of history. Saramago
knows that to persuade people of faith's trauma,one must see that trauma in a
concrete historical context, whether that context is biblical, as in The Gospel
According to Jesus Christ, or something more recent,such as the traumas ofthe
twentieth century,including the Holocaust and the AIDS epidemic,as in
Blindness. Through his works Saramago pleads for people to open their eyes and
see what has been done throughout history in the name of religion,just as
Morrison, with Beloved, pled for people to see both the personal and collective
traumas of slavery.
Unlike Toni Morrison's central critique of slavery in Beloved,Saramago's
Blindness critiques many different historical moments ofthe twentieth century
through his own atheist viewpoint. He writes in the novel that"as human
history has shown,it is not unusual for good to come of evil, less is said about the
evil that can come out of good,such are the contradictions of this world of ours"
(Saramago,Blindness, 213). History has shown that although religion and divine
faith are technically "good" things by societal terms, many "evils" have come as a
result of this good. As Elana Gomel writes. Blindness is "enmeshed in the
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backward-looking narrative of trauma/'enmeshed in attempting to help
humanity understand the traumas divine faith has caused and correct this
trauma with the establishment of a new concept of faith. (408). Saramago's
Blindness invokes allusions to many historical moments,illustrating how a faith
in God can traumatize.
In brief, Blindness imagines a world slowly going blind due to some new
"plague" of"white blindness." The novel is set in an unnamed city, in what we
can infer as an unnamed European country, where blindness slowly blinds
everyone. However,the novel focuses on a small group of individuals whose
names are defined by their occupation or their appearance

the doctor,the

doctor's wife,the girl with the dark glasses,the man with the eye patch,the boy
with the squint,the first blind man,the wife of the first blind man,the thief,
etc.

●who must slowly learn to cope with their newfound condition. As initial

victims, they are quarantined off from society within the confines of an old
mental asylum. As more and more blind people enter the asylum, chaos and
social degradation increase in a world literally blind to one another. Due to the
chaos, eventually the asylum catches fire and the small group of individuals
reenters the world, which is now as desolate and chaotic as the asylum. They
must learn to live in this new world. As they set up camp in the home of the
doctor and his wife, they rely on a faith in one another to sustain them.
Eventually, this faith helps them see once again: the "white blindness" lifts just as
inexplicably as it came. Throughout the entire novel, however, there is one
woman who can see, the doctor's wife. As a stand-in for Saramago, the doctor's
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wife will help illuminate Saramago's themes of the trauma of divine faith and the
need for an interpersonal human faith. Divine faith relies on an intangible God
for salvation; interpersonal human faith relies on the contact and tangibility of
another for grace and salvation.
Although many historical moments may be inferred from Blindness,the
crucial critiques involve crises of faith, internment,and disease. Nearly half of
the novel involves the internment and quarantine ofthe initial victims. This
internment brings to mind allusions to the Holocaust,a historical crisis arguably
brought about by different religious interpretations of divinity. The Holocaust
was a trauma that was exacerbated by indifference. It was improper to speak
out; the Nazi regime was supreme,with the Christian God on their side, and thus
Nazi power went unchallenged and unquestioned,just as the few dissenters of
Salazar's regime were quickly silenced,squashing future challengers and
questioners. As Saramago writes ofthe first blind victim in the novel,"today it's
you. Yes, you're right,tomorrow it might be you"[Saramago 5). In Blindness,
Saramago challenges the reader to not be indifferent,to become aware of how
religions are used to traumatize and divide. He asks the reader to see humanity
as its own best thing.
The internment of a diseased populace also alludes to the quarantine of
HIV/AIDS patients, and the hysteria of an ignorant populace,shortly after the
outbreak of the epidemic. Critic Sandra Kumamoto Stanley writes that the
blindness plague is like the "AIDS virus infecting the human community"[294).
As critic John Gillies asserts, the sudden incarceration of the blind victims and
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the doctor's wife is "a little like Castro's response to the HIV threat in Cuba in the
1980s but less successful” (Gillies 1). Like that of Castro,the decision to intern
the blind is political,"the suggestion came from the minister himself..." to round
up and isolate "... so as to avoid any further cases of contagion”(37). This panic
of a disease-fearing populace in the novel is also reminiscent ofthe knee-jerk
reactions after the AIDS outbreak, when many claimed that HIV/AIDS was a "gay
disease” made by God to punish the "sinful” homosexuals. With this
interpretation as well as the Holocaust interpretation,the internment ofthe
blind in the novel is an anti-religious historical metaphor illustrating that God's
name is often invoked to marginalize those who are different
Using one of his common themes,"the blindness of reason,” Saramago
asks us to look back at historical atrocities,such as the Holocaust and the panic
ofthe AIDS crisis, in order to see what we can perhaps prevent from happening
in the name of religion in the future (Gilles 1). Saramago himself asserts that
"we are [still] blind,” and he wrote Blindness to
remind those who might read it that we pervert
reason when we humiliate life, that human dignity is
insulted every day by the powerful of our world,
that the universal lie has replaced the plural truths,
that man stopped respecting himself when he lost
the respect due to his fellow creatures (Saramago,
1998 Nobel Lecture” 9).
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His "universal lie" is the lie of God's supremacy. For Saramago,the love of God
has been "taken to excess" in the world and human beings are the ones who have
suffered this trauma (David 179). Blindness is his attempt to wake us up to this
lie and see the truth of our need for an interpersonal faith that frees us from such
a traumatic God.
Postmodern critic Jean-Fran^ois Lyotard suggests that authors of
literature "wage war on totality; let us be witnesses to the unrepresentable; let
us activate the differences"(82). Saramago wages war on the totality of
religion's monopoly of"faith/' forcing us to see past our own willful blindness
and witness another possible definition of"faith." As John Gillies says,Saramago
IS a man 'who respects the human not the rank"(1). Saramago "respects the
human"; he forces us to see that blindness is a belief in a God who cannot be
seen. He "wage[s] war on the totality" of religious dogma,the trauma of divine
faith, and forces us to see faith in a different way,a human way; Saramago's faith
is rooted in the horizontal, not in the vertical.
Saramago implores us to see that if we look at what is done in the name of
religion, in the name of God,humanity is losing faith in itself. His controversial
novel. The Gospel According to Jesus Christ, asks"how can the believer resist the
inevitable flow of blood unleashed by the imperialism of God?"(Chari 38). The
novel makes Jesus not divine, but a mere human. Critic Sharad Chari states that
"Saramago's Jesus tries in vain to die a common political criminal, but his actions
are recast willy-nilly into the spectacular event of his crucifixion"(38,emphasis
added). This re-envisioning of the crucifixion, where Jesus, a mere human,is not
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privy to or aware of God's plan, recasts God as a manipulator and a superstition
that only damns humanity. The scene from The Gospel According to Jesus Christ
allows the reader to see,several years before Saramago's novel Blindness, his
distrust of divine faith:
Jesus is dying slowly, life ebbing from him, ebbing,
when suddenly the heavens overhead open wide
and God appears...and His words resound through
the earth. This is My beloved son,in whom I am well
pleased.

Jesus realized then that he had been

tricked, as the lamb led to sacrifice is tricked, and
that his life had been planned for death from the
very beginning. Remembering the river of blood
and suffering that would flow from his side and
flood the globe, he called out to the open sky, where
God could be seen smiling. Men,forgive Him, for He
knows not what He has done.

Then he began

expiring in the midst of a dream (Saramago, The
Gospel According to Jesus Christ, 376-77).
Here,Saramago's interpretation of Jesus "finds his calling through the negation
of' God's "imperial strategy"(Chari 38). Jesus, as human,rejects God's almighty,
ethereal status, and claims that faith is manmade. He says,"Men,forgive Him,for
He knows not what He has done"(Saramago,/esus Christ, 377,emphasis added).
Saramago's Jesus reclaims the interpersonal faith of humanity,rejecting the plan
80 I Solomon

ofsome "magical" God,in order to free himself from the trauma of divine faith.
Instead of Jesus mending the vertical relationship between God and humanity,
he connects horizontally with his fellow humans. Saramago would explore the
need for a faith rooted in horizontal,interpersonal human relationships further
in his next novel. Blindness.
Four years after the publication of The Gospel According to Jesus Christ,
Saramago would revisit his familiar theme of the trauma of divine faith with
Blindness. However,this time,the trauma would be represented less overtly,
through a more complex metaphorical magic. If we are to believe what science
tells us,that trauma is "a mental 'disease'(PTSD) diagnosed by'white' doctors,"
then Saramago wants us to believe that divine faith, as trauma,is too a disease, a
"white" blindness (Balaev 164]. Yet a literal "plague" of blindness is not a
"realistic" notion; it is an "irreducible," unexplainable element that makes the
novel a magical realist text Although the central trauma of Blindness is the
blindness,that very blindness is also the magic of the novel. If blindness is a
symptom ofthe trauma of divine faith, of a belief in god,and the blindness is
magical,then God is magical, a superstition,and faith a human invention that
needs human disciples. Whereas Toni Morrison represented the trauma of
slavery magically as a way of healing,Saramago represents the trauma of divine
faith magically as a way of criticizing the trauma.
Before discussing how Blindness achieves Saramago's aim of magically
representing divine faith as a means to criticize it, we must first understand how
exactly Blindness is a magical realist novel. The answer is not simple. Blindness
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has often been called an allegorical novel. Allegory, as defined,is the
descriptive or narrative...presentation of literal characters and events which
contained sustained reference to a simultaneous structure of other ideas and
events"(Ousby 15-16]. There are,in other words,two levels of meaning in
allegorical texts. One level,the actual plot, becomes subservient to the
metaphorical meanings. For a magical realist novel to achieve allegory is nearly
impossible due to the strain the magic(as real and tactile] would have on a more
heightened level of meaning in a realist plot(Bowers 27]. Maggie Ann Bowers,
in her analysis of Salman Rushdie's Midnight's Children, argues that although the
novel can be read as an allegory of India's history,"this does not undermine the
vivid presentation ofthe real and the magical in the narrative"(28]. She writes
that "it is a question ofthe extent to which the allegorical meaning overshadows
the realism ofthe plot"(28]. Similarly, Saramago's Blindness can be read as an
allegory ofthe loss of human rationality and basic humanity to supernatural and
religious spirituality and dogma; yet,this does not undermine the novel's very
real, and often gruesome, magical realist properties, such as the sudden
blindness ofthe human race, and the blindness of church icons.
Blindness is also described as a science-fiction novel, with the epic plague
of blindness in a "future" but not "futuristic" setting somehow acting as an
intangible reality. Yet, as Maggie Ann Bowers points out,there is a distinct
difference between science fiction and magical realism. Science fiction requires
a rational, physical explanation of any unusual occurrence"(30]. However,
magical realism asks the reader to accept the "unusual occurrence" as part of
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reality without any kind of explanation. The magic,the mystery,is reality. There
is no need to explain. Saramago never answers why or how the human race goes
blind. Instead, he asks the reader to accept it and,ironically,see something more
than the superficial. The goal of the novel is not to explain the blindness, but to
reveal what lies beneath the surface of such a plague, behind the literal blind
eyes: the trauma of blind faith.
Thus,Saramago uses a magical realist narrative,like Garcia Marquez
before him,in order for us to witness "the distortion of truth through the effects
of extremely horrific violence”(Bowers 63). He does not,as Maggie Ann Bowers
claims about most European authors, use magical realism solely for "the
purposes ofliterary experimentation," with no source of inspiration in his
"m5d:hological and cultural context”(65). Bowers fails to acknowledge that the
magical elements of magical realist literature have "modified” the constraints of
realism, wherein the magical realist mode is now used "advantageously by
writers on both sides of various cultural divides, often with political agendas and
cultural critiques” (Paris 116). After all, Saramago's oeuvre includes novels such
as Balthazar and Blismunda, The Gospel According to Jesus Christ, and most
remarkably The Stone Raft, in which Portugal, his cultural and political context,
detaches from Iberia and floats on the open sea. This equals a magical realist
text derived from his own context, not simply implored for experimentation's
sake. Blindness, as noted previously, reveals Saramago's criticism, a criticism
taken from his own country's context as well as others, ofthe historical
consequences of divine faith through a magical representation of its traumas.
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The central "magic" of Blindness is in fact the plague of white blindness
that inextricably blinds the human race. The blindness is accepted as a part of
reality. Although unexplainable,the plague becomes accepted as a "natural"
phenomenon by the key characters ofthe novel. The first blind man describes
his change in sight as "nothing, it's as if I were caught in a mist or had fallen into
a milky sea. But blindness isn't like that, said the other fellow,they say that
blindness is black. Well I see everything white"(Saramago,Blindness, 3). The
man goes to an ophthalmologist,the beloved doctor ofthe novel,in order to find
a "cure" or an "explanation." Yet,the doctor is unable to find a biological reason
for the supposed blindness ofthis man. He says that"who knows,the doctor
could not resist a smile,in truth the eyes are nothing more than lenses,it is the
brain that actually does the seeing,just as an image appears on the film,and if
the channels did get blocked up,as that man suggested,it's the same as a
carburetor,if the fuel can't reach it, the engine does not work and the car won't
go, as simple as that"(Saramago 64). Thus,from the first blind man,the
blindness slowly radiates outwards,"spreading, not like a sudden tide flooding
ever}d:hing and carrying all before it, but like an insidious infiltration of a
thousand and one turbulent rivulets which, having slowly drenched the earth,
suddenly submerge it completely"(122). Yet,as Saramago's central protagonist,
the doctor's wife, attests, blindness is not a contagious "disease"; it does not
"spread through contagion like an epidemic, blindness isn't something that can
be caught just by a blind man looking at someone who is not, blindness is a
private matter between a person and the eyes with which he or she was born"
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(30). Yet she chooses a performance of blindness to remain with her husband
after he subsequently loses his sight. Because she is not physically blind,she will
not give her husband over to some intangible faith in his survival,some divine
miracle. She will care for him. Although she is not blind,she tells the ambulance
drivers who come to take her husband away,^'You'll have to take me as well. I've
just gone blind this very minute"(36). She chooses "to be numbered with the
blind—the ostracized and excluded—rather than with the privileged sighted"
(Stanley 298). Initially, the doctor's wife's value rests in her ability to literally
see, acting as a guide for her husband and others. Yet,she slowly begins to
realize that as witness to the horrors,she will have to find a way to reestablish
humanity's faith in itself and to stop "looking" to a blind God for a cure. She
realizes that she too is traumatized by the blindness and must learn to "see"
differently.
The reconfiguration of divine faith into a more interpersonal faith is most
clearly illustrated through Saramago's counterpart,the doctor's wife. The
doctor's wife is the main protagonist ofSaramago's novel. Saramago seemingly
understands,as Ntozake Shange writes,that"where there is a woman there is
magic... this woman is a consort ofthe spirits"(Foreman 378). The doctor's wife
knows that"women are born again in one another,the respectable are reborn as
whores, whores are reborn as respectable women [...] for the women everything
had been said,the men would have to find the words,and they knew already
that they would be incapable of doing so"(204). She,as a woman,is the only
person not to lose her sight and becomes the illustration of the need for human
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beings to have faith in one another,to rely on one another and not a divinity
who,if he or she exists, has cursed the world with the milky plague of blindness.
The doctor's wife's evolution as a character is interesting, one that
represents the evolution Saramago hopes individuals and society will one day
achieve. She begins by questioning: the meaning ofthe blindness, her position as
the witness:"Just imagine, who would have thought that I would keep my sight
amongst so many who have turned blind," and "I'm a coward,she murmured in
exasperation,it would have been better to be blind than go around like some
fainthearted missionary"(134-135). She wishes she did not have to bear the
responsibility of being able to see:"there are times when words serve no
purpose,if only 1, too,could weep,say ever}^hing with tears, not have to speak in
order to be understood"(174). In the beginning only she and her husband,the
doctor,know of her ability to see within the confines ofthe mental asylum to
which the blind have been quarantined. Yet,she still "governs" and attempts to
keep order. Her maxim is often repeated among the ward members:"If we
cannot live entirely like human beings, at least let us do everything in our power
not to live entirely like animals"(116). Yet, as the world becomes increasingly
blind, more and more people flood into the asylum, resulting in a microcosm of
chaos:"This is madness," she says (40). Her husband responds,"What did you
expect, we're in a mental asylum"(40).
Surrounded by filth and human rubbish,the doctor's wife nearly cracks.
Yet she maintains her faith in some miracle to pull her through. She believes the
literal blindness to be the problem:"our problem is that we're blind. The
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doctor's wife said to her husband. The whole world is right here/' which,as she
soon realizes is more of a problem (97). With the whole world,a world of"half
indifference and half malice,'' in the asylum,evil soon peeks it head (32). Ward
three, occupied by men,becomes the haven of corruption, violence, and
malevolence. The leader ofthe men is known as the king, and he "repeats the
history of colonization,'' a colonization that included the brutal "Christianization"
of indigenous communities,"by virtually enslaving the people who live in his
community"(Bowers 51). The men soon develop a monopoly on the food supply
submitted by outside troops. As critic Sandra Kumamoto Stanley writes,"the
distribution offood becomes the primary symbolic terrain for moral and social
order"(299). The men demand payment for this food; eventually,the women of
ward one,the doctor's wife and her companions,are called upon to prostitute
themselves in order to feed themselves and their men. "Unless you bring us
women,you don't eat," the men say(Saramago 167).
The brutal rape scene is the most difficult and profoundly disturbing of
the novel. Described in gruesome detail, Saramago spares no one in his
definitive illustration of humanity reduced to savagery. One woman,the blind
woman suffering from insomnia,literally dies after the rape, her heart being
incapable of finishing "the rhythmic contraction it had started"(Saramago 182).
The doctor's wife cares for her and buries her in the yard. Angry,frustrated and
hungry for revenge,the doctor's wife understands "that there was no sense,if
there ever had been any,in going on pretending to be blind, it is clear that here
no one can be saved, blindness is also this,to live in a world where all hope is
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gone"(209). She must bring hope back to her flock. She must use her sight to
help the others see the good in themselves. She reveals herself and returns to
kill one of the most heinous ofthe men of ward three. Afterwards,she laments:
IVe killed a man...l wanted to kill him and I
have...She had blood on her hands and clothes, and
suddenly her exhausted body told her that she was
old. Old and a murderess,she thought, but she knew
if it were necessary, she would kill again. And when
is it necessary to kill, she asked herself as she
headed in the direction of the hallway, and she
herself answered the question. When what is still
alive is already dead (192-193).
Having witnessed everything,she becomes aware that death is preferable
to blindness. God would not let this happen. Blindness,as representative
of the trauma of divine faith, has led to this chaos,this degradation. The
doctor's wife's evolution from questioning to knowledge,from
intellectual blindness to sight, is complete. For the rest ofthe novel,the
doctor's wife works to reconfigure the idea of faith, and Saramago
provides some heavy and overt images to assist her.
After the blind realize that the entire world is blind and there is no
longer a locked gate or troops guarding them,they stumble,led by the
doctor's wife,into the world once more. They are literally returning from
the darkness,the blindness, ofthe asylum into the light, the seeing, of the
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world. The doctor's wife sits her small flock down for dinner and begins
to hatch a plan for their survival:
The time has come to decide what we want to do.
I'm convinced the entire population is blind, at least
that is my impression from observing the behaviour
of the people I have seen so far, there is no water.
there is no electricity, there are no supplies of any
kind,this must be what chaos is, this is what is really
meant by chaos (255).
The first blind man believes that some government must exist, but the
doctor's wife knows that "it[would] be a government ofthe blind trying
to rule the blind,that is to say, nothingness trying to organise
nothingness"(255). She knows that government no longer matters, all
that matters is the faith they have in each other:"if we stay together we
might manage to survive, if we separate we shall be swallowed up by the
masses and destroyed (256).
Like Morrison,Sethe and Denver before them,Saramago and the doctor's
wife understand that only through a human communal effort,through faith in
one another, can salvation be achieved. The doctor's wife is continually singled
out for praise:"Thanks to your eyes we are still alive, said the girl with the dark
glasses"(296). Yet the doctor's wife has found a new wisdom. Her conversation
with the girl with the dark glasses illustrates that the collective community are
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all in the same boat, all experience the same trauma, blind or not, believer or
non-believer:
We would also be alive if 1 were blind as well, the
world is full of blind people, I think we are all going
to die, it's just a matter of time. Dying has always
been a matter of time,said the doctor. But to die just
because you're blind,there can be now worse way of
d5dng. We die of illnesses, accidents, chance events.
And now we shall also die of blindness, I mean, we
shall die of blindness and cancer, of blindness and
tuberculosis, of blindness and AIDS, of blindness and
heart attacks, illnesses may differ from one person
to another but what is really killing us now is
blindness. We are not immortal, we cannot escape
death, but at least we should not be blind, said the
doctor's wife (296).
Death is inevitable. Blindness is not. The doctor's wife,through her faith in
interpersonal human relationships, helps to establish with her small flock of men
and women,a new divinity, a human faith that is not some intangible and elusive
trauma,one in which the ability to see is not in the hands of some God but in the
hands of the doctor's wife,the doctor,the girl with the dark glasses, the man
with the eye patch—in the hands of ordinary human beings.
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As they revisit their former homes and the doctor's wife searches for
food,they eventually settle in the doctor and doctor's wife's former home,left
untouched by the chaos. In their haven,the women assert their divinity by
baptizing themselves:
three naked women [are] out there, as naked as
when they came into the world, they seem to be
mad, they must be mad, people in their right mind
do not start washing on a balcony exposed to the
view of the neighbourhood, even less looking like
that, what does it matter that we are all blind, these
are things one must not do ,my god, how the rain is
pouring down on them,how it trickles between their
breasts, how it lingers an disappears into the
darkness of the pubis, how it finally drenches and
flows over the thighs, perhaps we have judged them
wrongly, or perhaps we are unable to see this the
most beautiful and glorious thing that has happened
in the history of the city, a sheet of foam flows from
the floor of the balcony, if only I could go with it,
falling interminably,clean, purified, naked (280-81).
The wife of the first blind man asserts that"Only God sees us [...] who,despite
disappointments and setbacks, clings to the belief that God is not blind"(281).
Yet,the doctor's wife knows differently: "Not even he... Only I can see you (280911 Solomon

81). Her hard-fought wisdom helps the doctor's wife to understand that"the
only miracle we can perform is to go on living, said the woman,to preserve the
fragility of life from day to day"(297). When asked what she would say to the
world,the doctor's wife states "Let's open our eyes"(297). The others respond,
"We can't, we are blind," not understanding what the doctor's wife now knows,
that "fear can cause blindness"(129). Fear,the fear of God, has made humans
blind to themselves and others.
With one final scene,the doctor's wife's suspicion that the fear of God,his
traumatic hold on humanity, has caused the blindness is solidified. After being
attacked by scavengers in a supermarket,the doctor's wife goes to a church to
collect herself and gather her strength. She sees,for the first time, concrete
proof of God's blindness:
that man nailed to the cross with a white bandage over his eyes.
and next to him a woman, her heart pierced by seven swords and
her eyes also covered with a white bandage, and it was not only
that man and that woman who were in that condition, all the
images in the church had their eyes covered, statues with a white
cloth tied around the head, paintings with a thick brushstroke of
white paint [...] there was only one woman who did not have her
eyes covered, because she carried her gouged-out eyes on a silver
tray(316-317).
The doctor's wife understands now that she must not be like God or his images.
Her eyes must no longer be "on a silver tray," but firmly in her head,seeing and
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revealing what no one else can. She then explains what she sees to her husband.
The doctor forms his hypothesis for his wife: that a priest had blinded all the
images in the church when he realized that he too would go blind. The doctor's
wife says that "that priest must have committed the worst sacrilege of all times
and all religions,the fairest and most radically human,coming here to declare
that, ultimately, God does not deserve to see"(318). Yet doctor's wife already
knows this to be true. Overhearing the conversation, a blind woman asks the
doctor's wife if it is true. The doctor's wife tells her to touch the eyes and see if
cloth is indeed covering them. The news soon circulates, and the blind are in
shock that God too is blind.
This scene,the realization that God is blind,inexistent or apathetic,that
humanity can only reside on interpersonal faith,leads the small shelter of people
back at the house,one by one,to begin regaining their eyesight The doctor's
wife asks her husband,"why did we become blind?" He responds,"I don't know,
perhaps one day we'll find out"(326). She,like Saramago himself, already
knows the answer as she has lived and seen it, and she is able to speak the
trauma of blindness:"I don't think we did go blind, I think we are blind. Blind by
seeing. Blind people who can see, but do not see"(326). The doctor's wife then
looks up at the sky, peering dead into God's milky whiteness,"It is my turn,she
thought"; perhaps,she thinks, I was wrong and God is punishing me. Yet,she
lowers her eyes and still sees everything. With that image,the novel ends(326).
The doctor's wife never goes blind, and in the end,she can speak the trauma of
blindness,staring into the sky, daring a God she knows is blind to blind her. He
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does not. The doctor's wife knows that faith in God is a trauma that blinds; she
has found a new faith,in herself and in her fellow flock, which allows all to see.
Jose Saramago has said that"unless 1 can see things with these eyes of
mine that the earth will one day devour,I don't believe in them"(Eberstadt 3).
His characters,such as the doctor's wife,reflect his distrust of religion and God.
They question God and criticize the trauma of divine faith, their blindness,just as
Saramago himself criticizes divine faith in his novels. Yet for all his talk of
reason and the need to destroy such superstitious beliefs as God,he places "his
sober, mistrustful protagonists in a world of magic, where countries detach
themselves from the mainland and float out to sea, cities are struck by epidemics
of blindness and an 18*-centuiy renegade priest escapes the Inquisition in a
flying machine whose means oflocomotion is the human will"(Eberstadt 4).
Saramago understands that"to arrive where you want to be,everything depends
on where you are"(Saramago 102). Thus,to illustrate the destruction of divine
faith and the establishment of interpersonal human faith, Saramago must
represent God as what he sees God as, magic. He represents the trauma of divine
faith as magical,as a plague that infects all, and only when people look in the
mirror and witness such a trauma,its colors and shapes,can freedom be
achieved. He writes in Blindness:"With the passing of time,as well as the social
evolution and genetic exchange,we ended up putting our conscience in the
colour of blood and in the salt of tears, and,as if that were not enough, we made
our eyes into a kind of mirror turned inwards, with the result that they often
show without reserve what we are verbally trying to deny"(17). We as humans
94 I Solomon

deny verbally the traumas religion has caused: denials ofthe Holocaust persist;
denials of hate-crimes informed by Sunday School teachings persist; denials of
Islam's preaching ofjihad persist Saramago,with his magical realist and
traumatic novel Blindness,seeks to correct such a skewed vision. Blindness
helps to "expose the diseased condition of society/' one that relies too heavily on
God and not enough on itself(Stanley 295).
Mirroring the statement at the beginning ofthe Blindness,"today it's you.
Yes, you're right, tomorrow it might be you," the doctor's wife, having evolved,
says,"today is today,tomorrow will bring what tomorrow brings,today is my
responsibility, not tomorrow"(Saramago 5, 252). The traumas oftoday can be
prevented from reoccurring tomorrow if we open our eyes. Saramago says that
he does not"aspire to be the savior of the world...[but] the worldwide
revolution [he] envision[s]...would be one of goodness. Iftwo of us woke up and
said,"'Today, I will harm no one,'and the next day said it again and actually lived
by those words,the world would change in a short time"(Interview 69). If we
could only open our eyes to ourselves by looking in the mirror,the trauma of
God would be shattered for the freedom of good. If we could only cease to weep
from the horrors done in God's name,then maybe we could not be blinded by the
tears,the symptoms ofthe epic plague of divine faith. Maybe then, we could
open our eyes and see the good in one another.
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Reflections: Passing It On
"Before we knew who we were,someone we trusted our lives to could, might, would make use ofour
littleness, our ignorance, our need, and sully us to the bone, disturbing the balance ofour lives as
theirs had clearly been disturbed"
~Toni Morrison, Love

Like children, Toni Morrison and Jose Saramago know that we could all
use a little make-believe. As novelists, each author explores the nature of
trauma. However,as adults, Morrison and Saramago occupy a very real place in
the very real world,an adult world that cannot cope with the traumas it creates.
This adult world cannot look in the mirror and see the reflective traumatized
collective face that haunts society,the face of descendents of slaves,the face of
Holocaust survivors,the face of HIV/ AIDS patients,the face reeling from the
horrors done in the name of God,and the face of a young boy,Seth,silenced by
the brutally cruel, adult world. Morrison and Saramago understand that the only
way for the adult world to see the trauma,and hopefully cope with it, is through
a little childlike magic,a little make-believe.
Through Beloved, Morrison forces us to confront our own traumas. She
holds the colored, magical mirror of make-believe boldly to our faces, daring us
to see the traumas ofSethe and Denver as reflections of our own traumas.
Similarly, through Blindness, Jose Saramago forces us to confront the very real
traumas brought about by "the love of God taken to excess," the trauma of divine
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faith (David 179). He holds the magical mirror boldly to our faces,forcing us to
open our eyes, witness God as blind,throw off the trauma of divine faith, and see
ourselves as our own best things.
A magical realist novel oftrauma,like Beloved and Blindness,illuminates a
particular trauma through the use of magic. Refusing to represent the trauma
explicitly or graphically through a strict adherence to the confines oftraditional
realism, a magical realist novel oftrauma instead understands that people cope
with trauma magically, not as a way of sugarcoating the event but as a way of
understanding and healing. As Beloved and Blindness indicate,the magic ofthe
novel is the trauma. The ghost of Beloved is Sethe's trauma. The blindness of
Blindness is the doctor's wife trauma. The trauma is the magic. Morrison and
Saramago teach us that we must shatter the magic in order to be free ofthe
trauma. Sethe must shatter Beloved's Ghost; African American's must shatter
the specter of Slavery; the doctor's wife must help her flock shatter their
blindness,just as Saramago must help the world shatter God for goodness.
Shattering the grip trauma has on one's life requires shattering magic. The
colored glass mirror must be shattered and replaced with one that allows all of
us to see history,the present,and ourselves clearly. Because "if you can see,
look. If you can look, observe"(Saramago,Blindness epigraph). First, we must
see the mirror. Next, we must look at the magical colors that saturate it, then we
must observe our traumas and work to heal our own scared reflections.
Morrison writes that"before we knew who we were someone we trusted
our lives to could, might, would make use of our littleness, our ignorance, our
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need,and sully us to the bone,disturbing the balance of our lives as theirs had
clearly been disturbed”(Morrison,Love,x). Just as Sethe had to learn, our little
lost boy,Seth, must learn that his "littleness,” his "ignorance,” his "need" may
have sullied his past to the bone, but his present life need no longer be disturbed.
Just as the doctor's wife had to learn,Seth must learn to look in the mirror and
see past the illusory magic to witness himself as his own best thing and
humanity as his faithful supporters, not a blind God turning away unaware.
Looking in the colored glass mirror,Seth can shatter the past, shatter his trauma,
and shatter the magical fantasy that has helped him cope. Perhaps,one day he
will represent his trauma through a magical fiction as a way of coping; one day,
he might finally give up his shadow.
Shatter the colored glass mirror: shatter the trauma through shattering
the magic,and then see the self.
This is a story to pass on.
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